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Cuntate Domino, Canticum nouum. 6 
Laus ejus in  Ectleſi a Sanctorum. 
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Mr. Sympſon's Perſon, and 


a manifeſt Truth to his Advantage; 


and at the ſame Time, do Juſtice to 


; the dead, and a 8 to the living. 


This Compendium of his, I look upon 
as the cleareſt, the moſt uſeful, and re- 
gular Method of Introduction to Mu- 


ſic that is yet Extant. And herein I 
| do but join in a Teſtimony with greater 


Judges. This is enough ſaid on the 
Behalf of a Book that carries in it ſelf 


its own Recommendation. 


Nager L Eſrage 
43 


| ; HE Eſteem I ever had for 


Morals, has not engag d me 
in any fo of Partiality to his 
Works: But I am yet glad of any Oc- 
caſion wherein I may fairly ſpeak a 
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Roger L Eſtrange. 


Licenſed, March 15. 
1678. 
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THE 


FREPACE. 


Have always been of Opinion, that if a 


leſs expence of Time and Travel, he was obli- 


ged in common Duty, to communicate the 


Knowledge thereof to others. This is the 


chief (if not only) motive witch hath begot 


this little Treatiſe. ee 
Aud thy) I know a Man can ſcarcely write 
upon any Subject of this Nature, but the Sub- 


fiance will be the ſame in Effect which hath 
been taught before ;, yet thus much I may 4. 
firm; that the Method is New ; and (as I 
hope) both plain and eaſy Aud ſome things 


alſo are explicatec which I have not ſeen 


 mention'd in any former Author. 


I muſt acknowledee, I have taken ſome 
Parcels out of a Book I formerly Publiſo d, to 
make ub this Compendium: But I hope it is 
0 Theft to make uſe of ones own ; This being 


intended for ſuch as have no Occaſion to uſe 


Book 


the other. Alſo, the Firft Part of this 
. WAS 


A 4 


Mau had made any Diſcovery, by uhich 
an Art or Science might be learnt, with 
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D IRIS; 


dg Printed ly it ſelf, upon a particular Oc- y 
caſion: But with Intention and Intimation of yet u 
adding the other Part thereto, ſo ſoon as they glad 
Were ready for the Preſs. TL Os 5 26 220 
Every Man is pleas'd with his own Concepꝓ- 
tions: But no Man can deliver that which * 
| ſhall pleaſe all Men. Some perhaps will be valus 
diſſatisfied with my Method in teaching the fil 
Principles of Compoſition, the Uſe of Diſ- plea/ 
_ cords, and Figurate Deſcant, iz three diſtinff t 
_ Diſcourſes, which others commonly teach to- face 
_ gether, promiſcuouſly : But, ] am clearly of O- over 
_ pinion, that the Principles of Compoſition are the 
beſt eſtabliſhed in plain Counterpoint ; and ober 
the Uſe of Dilcords muſt be known, before | you 4 
Fugurate Deſcant can be formed, | 
Others may Oljet, That I fill up ſeveral |: 
Pages with things ſuperfluous; as namely, © 
my Diſcourſe of Greater and Leſſer Semi- 
tones, and my ſhewing that all the Concords, ſp 
aud other Intervals of Muſic ariſe from the li 
Diviſion of a Line or String into egual Parts; 
which are not the Concern of Practical Mu- 
ſic. "Tis Granted : But my Demonſtrati- 
ons of them are Practical; and, tho" ſome do |? 
mot regard ſuch things, yet others (I doubt 7 
ot) will be both ſatisfied and delighted with 
the. Knowledge of them. 
if this which I now exhibit ſball any way 
promote or facilitate the Art of Muſic (of 
which I profeſs my (elf a zealous Lover) 1 
have obtained the ſcope of my Deſires, andthe 
end of my Endeavours. Or, if any Man Pe, 


The PREFACE. 


/ my Example, ſhall-endeavour to render it 
Vet more eaſy, which Theartily wiſh, T ſhall be 
Jelad that I gave ſome Occaſion thereof. There 
175 20 Danger of bringing Muſic into Con- 


1 pon that Account : The better it is 
known and underſ{ood, the more it will be 
valued and eſteemed : And thoſe that are more 
wie, may till fiad new Occaſions (if they 
Apteaſe/) to improve thetr Kzowledee by tte © 


I will not detain you too long in my Pre- 
— Jace ouly, let me deſire you, Hr, to read 
over the whole Diſcourſe, that ou may RoW 
the Deſign of it. Next, when you begin 
where you have Occaſion for Inſtruftion (if 
| you defire to be inilrufted by it) that you 
male your ſelf perfect in that particular (and 
8 2 F each other) before you proceed to the 
et following : By winich means your Pro- 
2 reſs iu it will be, both more ſure, and more 


peedy. Lafſily, that you receive it with the 


ile Caudor and Integrity with Whzch it 15 
1 [fered. to you, b 4 


Your Friend and Servant 


TY 


"©'0 


His much Honoured F riend 


Mr. Chriſtopher 5 Dp. 


SIR, 


Aving perus'd your Excellent Confer 3 

dium of Mic (ſo far as my Time 

and your preſſing Occaſion could per. 4 
© mi. I confeſs it my greateſt Concern to { 
thank you for the Product of ſo Ingenious a 
Work, as tends to the Improvement of the- 
whole Frame (1 mean as to the leaſt and 
moſt knowing Capacities in the Rudiments 
of that Science) To ſpeak in a Word; The 
Subject, Matter, Method, the Platform and 1 
rational Materials wherewith you raiſe and 
| beautify this Piece, are ſuch as will ere& a 
laſting Monument to the Author, and oblige 
the World as much to ſerve him, as he: 
that is, : 
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Sir, 
our moſt AﬀeRtionate 
Friend and Servant, 


To 


ITE of Order, wholp eternal Arms 


The Cherubims in Authems clear and even 


3 Create a Conſort for the King of Heauen? 
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Y May rock the never ſleeping Soul in Slumbers « 


by ſubdivided Notes may ſprinkle Spirits; 
Into my Auditory, whilſt their Fears 


7 What Tropes and Figures can thy Glory reach, 
That art thy ſelf the Jplendor of all Speech! 


1455 Purity muſt teach us how to praiſe; 

As Men ſeek out the Sun with his own Rays. 
What Creature that hath Being, Life, or Senſe, 
Bur wears the Badges of thine influence + e 

2 Mo s1c is Harmony whoſe copious Bounds 
E not confined only unto Sounds; 

Tis the Eyes Object (for without Extortion) 


r of 


1 Ii comprehends all things that have Proportion. 
Music is Concord, and doth hold Alluſion 

| Wich every thing that doth oppoſe Contuſion. 

1 In comely Architecture it may be 

2 Known by the name of Uniformity ; 

Where Pyramids to Pyramids relate. 

And the whole Pabrick doth configurate ; 

In perlectly proportion d Creatures we, 

2 Y Accept it by the Title SYMMETRIE: 

When many Men for ſome Defigi convent, 

And all Concentre, it is calld CON SEN 7 
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All Lovers of Harmony. 


Puts Chaos into Concord, by whoſe Charms, 


Inſpire me with thy Magick, that my Numbers 


June up my LYRE, that when I ſing thy Merits, 
2 Suggeſt their Souls are fallying thro' their Ears. 


I Mytcrious Music! He that doth the Right, 
7 Muſt ſhew thy Excellency by thine own Light: 55 


The 


To all Lovers of HARMONY. 
Where mutual Hearts in Swpathy do move, 
Some few embrace it by the name of LOVE: | 
But where the Soul and Body do agree = 
To ſerve their God, it is DIVINITY: mY 
In all Melodious Compoſitions we, 
Declare and know it to be STMP H 0 N 7: 


Where all the Parts in Complication roll, 5 
And every one contributes to the whole. 3 C 

He that can ſet and humour Notes aright, * 
Will move the Soul to Sorrow, to Delight. 
To Courage, Courteſy, to Conſolation, n. 
To Love, to Gravity, to Contemplation : 1 2 


It hath been known (by its magnatick Mation) 
To raiſe Repentance, and advance Devotion. 
It works on all the Faculties, and Why? 

The very Sout 1 it ſelf is Harmony, 

Music! it is the breath of ſecond Birth, 
| The Saints Employment and the Angels Mir th; 
The Rhetoric of Seraphims; a Gem 
In the Kings Crown of new Jeruſalem : 
They ng continually; the Expoſition 
muſt needs infer, there is no Intermiſſi 708. _ 
hear, Jene Men hate Mos ic; Let them ſhow 
In holy Writ what elſe the Angels Pp "33 
Ten 5 e that do deſpiſe ſuch 3 Mirth 

Are neither fit for Heaven, nor for Earth. © 
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Saviour's Love to us, III. Of the Joys of Heal 
ven. IV. Of the Contempt of the World. V. ol 
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VIII. Of Death. IX. A Conſolatory peniteng “p 
tial Meditation upon the Merits of Chriſt's Suff 
ſerings. X. Of the Benefits of our Lord's Pai 
ſion - By THOMAS KEN, D. D. late Lord . 
Biſhop of Bath and Well. Price 15. or 105. 
Dozen to thoſe who give them away. | 


£ 
73 k 
0 
bee 
Fat 
x 
= 7 
1 
pF. 
35 
fi 


Where may he vad; 


I. A Short Account of the Lies of Dr KEN 
Price 25. 6d. II. The Works of Dr. K EM 
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The e Book of Pſalm- Tunes in Four Part : 4 
and the Names of the ſeveral Authors who compos dd, 7 : 

them. Being the Tunes as were, and are generallÞ 
Snng in England, Scotland, Wales, Germany, Italy 
France, and the Netherlands, &c. With the uſual ; 
Hymns and Spiritual Songs. Collected by Thoma 
Ravenſcroſt, Batchelor of Muſic. Newly done in 

fair large Character: The whole being drawn ou br PDE 
in Schore, the Cantus, or Upper-part, being put in ng 
the Treble Cliff, and Corrected from ſeveral groſs Er- that \ 
rors in the former Edition. To which is added, an 
Hiſtorical Account of Muſic in general, and of its 


| Tea 


2 [things 
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Divine and Civil Uſes ; Collected from ſevera g . 
Eleven ! 


Authors. Being proper to be Bound up eithet 
with the Old, or Ney Verſions wh the Pſalms. 
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HE End and Office of the Sc ALR Of | 
_ Mvs1c, is to ſhew the Degrees by e 
Voice Natura rtificial Wn 
which a Voice Natural or Artificial 1 

map either aſcend or deſcend. Theſe k 
ou. . Degrees are numbred by Seen.. To "oi 
* ſpeak of the Myſtery of that Number, were to 4.44100 
< Er- Edeviate from the Buſineſs in hand. Let it ſuffice N 100 Wn! 
ee 


525 
I, 


12 that Mos ic may be taught by any names of 
2 


of it things, ſo the number of Seven be obſerv'd in A... 
| Ou Common ScaLs, to mark or diſtinguiſh thoſe 


1t cl | 7 
= ſeven Degrees, makes uſe of the ſame ſeven Ler- bi 
; DE 1 : ders wa 


2 ——— 
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iGo 
S 9 


«x _ 
— — — 


Y 
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ters which in the Kalender denote the ſeven Day | 


ww "4 Compratione of Mos SIC. 


of the Week: wiz. A, B, C, D, E, F, G, after which 
follow A, B, C, &c. over again, ſo often ed 
as the Compaſs of Mvus1c doth require. The Or- 
der of _ ans 1 is 3 as op tee 1 in the ad 


CO 


5 Mie that every „Figl 1 to ea 
„ Letter, together with its vity) 
| 10 anne Degree of Sound (whether 7 ſuppc 
„ you reckon upward off 
* downward) is ſtill the 1 
8 like, as well in Natur“ 
Il. 4 - : as Denomination” | 
ES - Toctrusr with thei _ 
Heal "RY Les the Seale conſiſts . 
1 | E of Lines and Spaces, each i od. 
+ <P . — Line and each Space be 
F ing a ſeveral Degree, as a ; 


vou may perceive by the Letters ſtanding in them — 
Inos Letters are called C/;ff, Claves, or Keys 
becauſe they open to us the meaning of every 
SONG. : 
| Ox: the loweſt Lind i is W placed this 
Greek Letter T which Guido Aretinus, who reduced 
the Greek Scale into this Form, did place at the 
bottom, to ſignifie from whence he did derive it; 
and from thar Letter the Scale took the Name oN 
| Gama, or Gauur. 2 
O the middle of the . you ſee FER o EXPre 
thoſk Letters in different Characters; of which Wor 
ſome one is ſet at the beginning of every S o alſo | 
The loweſt of them is the F C/;f, marked thus u lere 
which is peculiar to the Baſs. The higheſt is a4 Sol, 
6 Cliff made thus 75 and ſignifies the Jrebl ders, 
or higheſt Part. Betwixt theſe two, ſtands the follo 
c Cf marked thus 5 which is a Fifth below rf $23 
G Clijy] 
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may obſerve by compting the Degrees in tje 
Scale, reckoning both the Terms inclufively. This 
= Cf ſtanding in the middle, ſerves for all inner e 
Parts. VVV 
= Whrnn we ſee any one of theſe, we know there- 
by what Part it is, and alſo what Letters belong 
to each Line and Space, which, though (for bre- 
vity) not ſet down at large, are, notwithſtanding 
[2 ſuppoſed to be in thoſe five Lines and Spaces, in 


ſuch Order and Manner as they ſtand in the Scale 
V C 


EXAMPLE. 


; B00. ; | * 8 | | Treble | 


$ 2. Of Naming the DRORERESs of SouND. 


D Efore we come to the Tuning of theſe De⸗ 
grees, you may obſerve, that a Voice doth 


; expreſs a Sound beſt, when it pronounceth ſome 
Word or Syllable with it. 


For this Cauſe, as 


2 alſo for Order and Diſtin&ion ſake, ſix Syllables 
vere uſed in former Times, viz. Ut, Re, Mi, Fa, 
Sol, La, Which being joined with theſe ſeven Let- 

ters, their Scale was ſet down in this manner, as 
r . i | 
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c fol fa 
ja mi 

ala mi re 
2 fol re ut 22 
falt 


e la mi 


d la fol.re re 


c ſol fa ut $— | 38 


bfa#mi 


ala mi re 


g ſol re ut 


F ja ut - mn 


E la mi 


D el re 


C ja ut 


3238 22 if Muse 2 
8 . a 3 

Pn, Sol, La (taken in their ſig- 
nificanc)) are neceſſary aſſiſt- 1 


the Degrees of Sound, as will!“ 
preſentiy appear. 
two Ut, and Re, are ſuper- 
—| fluous, and therefore laid a-“ 
' fide by moſt Modern T each- 3 


apply them to the ſeven Let- 
ters, Which ſtand for the De-“ 
grees of Sound. In order to a 
which we muſt firſt find out 


— 
4 re 


A RULE fir Placing Mi. 


H E firſt and moſt natural Place for Mi is in 
1 B. But if you find in that Line or Space] 
| which belongs to B, ſuch a little Mark or Letter: 
as this [] which is called a b flat, and excludes Þ 
Mi v hereſoever it comes, then is Mi to be placed 
in E, which is its ſecond natural Place. 

have alſo a b flat in it; then of neceflity, 45 | 
muſt place you Mi in 4. 


by Conſequence; for Mi hathÞ 
: 


Fou of theſe, to wit, Mi, 9 


ance to the right Tuning of? 
8 8 1 ſuch 


2 he: other '7 


Wa will a mike. uſe £ 
only of Mi, Fa, Sol, La, and! 


where M3 is to be placed; 
which being known, the Pla- 
ces of the other three are known 


always Fa, Sol, To above, and La, Sol, Fa | li a Semii 

under it, in ſuch Order and Manner as you | %, Degrec 

ſee them ſet in the Margin. I will therefore % togethe 

only give you a Rule "for placing-.c of * ini Win ever 

and the Work 1 18 done. . 4 two | 

13 8 Wis We Fiſih a 
fa ment, 
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18 of 4 
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If EITle No 
Ade Or 
Note tc 
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ay of SONG. 


ſuch Songs are irregular (as to that which we 


& Inftruments rather than for Voices : However, if 


EL | under it, as formerly deliver'd 
$ 3. Concerning b KL, and & SRD. 
s for the h Flat we laſt mentioned, take No- 


: tice, that when it is ſet at the beginning of 
Ja Song, it cauſes all the Notes ſtanding in that 


that particular Note before which it is placed. 


Degree which is next under it; which Semitone, | 
together with its En, muſt of neceſſity come twice, 
in every Octave; the Reaſon whereot is, that the 
two principal Concords in Muſic (which are a 
Fil and an Eighth). would, without that abate- 
ment, be thruſt out of their proper Places. But 
this you will better underſtand hereajter. | 
Ink is yet another Mark in Music, neceſſa- 
wy to be known in order to the right Tuning of 
ja Song, which is this # called a Sharp. This Sharp 
Ades Nis of a contrary Nature to the h Flat; for, where. 
as that l takes away a Semitone from the Sound of 
4 Note before Which it is ſet, to make it more 


Note to make it more acute or ſharp. 


n 


I 1 have . Songs with a 4 flat ſtanding in 4 
in B, and in E. all at once; by which means Mz 
has been excluded from all its three Places; but 


call the Sol-fa-ing of a Song) being deſigned for 


I any ſuch Song ſhould be propoſed to you, place 
your Mi in D, with fa, ſol, Ia ts and EY, ſol, fa 


Line or Space, to be called Fa, throughout the. 
d whole Song. In any other Place, it ſerves only for 


Mark alſo (and bear it well in mind) that where 


6 ſoever you Sing Fa, that Fa is but the diſtance of 
2 Semitone, or Half-note from the Sound of that 


grave or flat: This # doth add a Semitone to che 
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Ix it be ſer at the beginning of a Song, it makes 

all the Notes ſtanding in that Line or Space, to 
be Sharp; that is, half a Tone higher, throughout 

the whole Song or Leſſon, without changing 


| their Name. In any other place, it ſerves only) 


for that particular Note before which it is ap- 
$ 4. Of nam the Dzcnzrs Sun. 
: To is no way to be taught, but by Tu- N 


who know how to Tune theſe Degrees (which Þ | 


every one doth that hath bur the leaſt Skill in Þ 
Music) to Sing them over with you, until you 
can Tune them by your ſelf. F 5 
Ir you have been accuſtomed to any Inſtru- Þ 
ment, as a Viol IN or Viol, you may by the help Þ 
of either of theſe (inſtead of an aſſiſting Voice) Þ 
guide or lead your own Voice to the perfect 
Tuning of them, for every Degree is that di- 
ſtance of Sound which may be expreſt by ri-Þ 
ſing gradually, Eight Notes taken from the plain 
Scale of the Violin- notes, beginning at Eſolreut 
L the Second Line, as you'll ſee in the Exam- 
ple. | : 
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| Tarrss Examples being ſuited to the Treble 
and Tenor Voice, it will not be amiſs to give you 
ſome for the Baſs, which Examples may be Play d 


EXAMPLE 
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on the Baſs-Viol, or Harpſichord. 
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Bao HERE being compaſs of Notes in the latter, 
for any Voice which is to be perform'd by ſtriking 
of thoſe Kers which expreſs any of the fore-cited 


Examples, beginning with either Gſolreut, or Cfaut 


in the Treble Clif, or with Cfaut, or Eſolreut in the 


| Baſs Cliff, according to the Pitch of your own 
Voice: Either of which you will eaſily find in the 


plain Scale for the Harpſichord with the ſame 


Names, and ſtanding on the ſame Lines and Spa- 
ces, as you ſec em in the Examples foregoing” 


B 4 Ti Ha- 


oi | Rudiments of SONG. f * | 7 
Ax y leaſt that ſhould be too high you may | 
begin from Qaut on the firſt added Line, viz. next 
helow: the five uſnal Lings 
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 Havins learnt to Tune them according t to © | 


' their natural Sounds, you may then proceed to. 


Tune them when the Mi is remov d according t A 


the TOTO eas : 
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La mi fa fol ls fa ſu l Lo mi fo ſol ls fa ſulls 


Ap here you may obſerve what an Advar 
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tage theſe four Syllables do afford us towards the 
right 'Tuning of the Degrees; for as Mi directs 


apt and fitting Places for fa, fol, and la, to ſtand 
in due Order both above and under it; ſo ft 


. doth ſhew us where we are to place the Semitone, 


or Half-uote ; : Which (as 1 ſaid) muſt have two 


Places in each Octave, that the Degrees may meet 
the two Concords in their proper Places. 
No , as you have ſeen the three Places of . 


in the Ger and Hans a, which are the Tie- 


oli ple of them in the Counter-Tenor, and Tenor- Cliff. 


Cunt Tanr, 
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. Band fall by Degrees in manner aforeſaid, I would 
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1 Yo and ſharp 1 in manner as follows: 
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| Rudiments of Sox 1 
. and Buſs z tis requiſite to give you an Exam- 


22 3 — — ; 


* HEN you have POET your Voice t to riſe 


then have you exerciſe it to aſcend and deſcend 
by Leaps, to all the Diſtances in an Octave, bath 
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Having 8 of Naming ry Tuning d of 
Sounds, it now comes in Order that we treat d E= 
their Length, or Quantity, according to Meaſurſ 
of Tims; which is the ſecond Concern, or r Con 3 
ſideration of a Sound. 1 
VVV them, 
tion, o 


$5. of Ne thes 8 and wages 
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wiſe ca 


HE firſt two Notes in 1 Uſe, were Nota Long [ 

& Nota Brevis. (Our Long and Breve) in 
Order to a long and ſhort Syllable. Only the) titi 
doubled, or trebled their Lovga, and called i 
Larga, or Maxima Nata, which is our Large. | 
Warn Musick grew to more perfection, the) 
added two Notes more, under the Names off * 
ſemi brevis and Minima Nota (our Semibreve and 
Minum) which e was then cheir ſhorteſt Note 


9 ote, till at laſt we are come to Demiſemiquavers, 
Bvhich is the ſhorteſt or ſwifteſt Note that we 


3 that follow. 
| Semibreve, 1 Cote het. 
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Tas Sande or Marks which you ſee ſet after 


tion, or intermiſſion of Sound) and are of the ſame 


gength, or quantity (as to meaſure of Time) with 
the Notes which ſtand before them; and are like- 


Aiman Reſt, Crotchet Reſts, &c. 
Axpo now from the Names and Characters of 


otes, we will proceed to their Meaſures, _ 
7 PR, and R 
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of NOTES. 


1 of meaſuring Notes. The firſt they called Per- 
felt of the More (Time and Prolation being A 

ed) in which a Large contained three Longs, a 
Long three Breves, a Breve three & emibreves, and 
a Semibreve three Minums ; 10 it is ſet down in 
| later 


ee, of Sona. 11 
To cheſs later times have added Note upon 


Lu have now in Practice The Characters and Names 
Ap N ſuch as are moſt in 1 uſe at preſent, a are theſp 
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them, are called Pau ſes, or Refts (that is, a ceſſa - 


wiſe called by the ſame Names, as Semibreve Reſt, i 


6. Of the Ancient Moo S, or MEASURES. 


o_ N former Times they had four Moods, or Modes 
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"BB A Compendium of Must. 
later Authors, though I make a doubt whether 
Semibreves and Minums (at leaſt Minums) were «| 
ver uſed in this Mood. Its Sign was this, ®3. 1 
Tuf ſecond Mord had the Name of Perfect . 
8 the Leſs. In this, a Large contained two Longs, a. Comms. 
Long two Breves, a Breve three Semibreves, and ag 
Semibreve two Minums. The Time, or fl | 1 
Nite in this Mood was the Breve, the Sign or Marky 

of this Mood, was this, O3. 1 
Pu third Mood was named Inperſeft of th = 
| Me. In which a Large contained two Longs, 4 0 

Long two Breves, a Breve two Semibreves, and a © 
Semibreve (which was the Time- Note in this Moc RO; 
contained three Minums. Its Mark or Sign Was = L 
this, . 1 

IHR hive of hiſs hive: Moods was Triplu [7 
of which more hereafter, To tell you their Di- 
ſtinction of Mood, Time, and Prolation, were to lit- | 
tle purpoſe; the Moods themſelves wherein they 5 
vere concerned, being now worn out of uſe. i 
Tan fourth Mod they named Inperfect of the] 

Lefs, which we now call the Common Mod, the ? 
other three being laid aſide as uſcleſs. 'The Sal N 
of this Mod is a Semicircle, thus, C, which de- 
notes the ſloweſt Time, and is generally ſet be- 
fore grave Songs, or Leſſons ; the next is this, f 
which is a Degree faſter, the next Mark thus, 5 5 
tines, 2, and is very faſt, and denotes the 
quickeſt Movement in this Meaſure of Cummur 3 
Time ; as tor Tripla Time, I ſhall ſpeak of it here: Fr 
after. In this Meaſure of Common Time, one S:- 
mibreve which is the longeſt Note, contains 2 
Minums, 4 Cr otchets, 8 Quavers, &c. which (for“ 
your better underllanding) is preſented to our 
View 1 in the following 1 N 


EXAMPLE. 


Fre N 1 Femibreve 
I Aft 
- Crotchets 


Quavers 


1 Semiquavers 


bc uſe, being too long for any Voice, or Inſtru- 
ment (the Organ excepted) to hold out to their 
| ull length. But their Reſts are {till in frequent 
Fae, eſpecially in grave Muſic, and Songs of ma- 
py Parts. 

You will fay, if thoſe Notes you named be 


poſe were they uſed formerly? T'o which I an- 


Per 1nto o lomething a lower MATS. 


' Rudiments of Sox 86. e 


| Norn that the Large and Long are now of lit 


too long for the Voice to hold out, to what pur- 


wer r; they were uſed in Tripla Time, and in a 
Faquick Meaſure ; quicker (perhaps) than we now 
ere” f ake our Semibreve and Minum. For, as after-times 
added new Notes, ſo they (ſtill) put back the for- 
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lone, tuo, three, four] in an equal length, as yo 


ao 
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R next Buſineſs is, to conſider how (i 
5 ſuch a Diverſity of long and ſhort Note 
we come to give every particular Note its du 
| Meaſure, without making it either longer, d Some 
ſhorter than it ought to be. To effect this, wimhioely 
uſe a conſtant Motion of the Hand. Or, if th little! 
Hand be otherwiſe employed, we uſe the Foot. IK 
that be alſo ingaged, the Imagination (to whic|ſ® 
theſe are but aſſiſtant) is able of it ſelf to perforniſ 
that Office. But in this place we muſt have | 
courſe to the Motion of the Hane. 
- Tris Motion of the Hand is down and up, ſur; 
ceſſively and equally divided. Every down and i 
being called a Time, or Meaſure ; and by this wil 
meaſure the length of a Semibreve ; which is ther 
fore called the Meaſure- Note, or Time- Note. Au 
therefore, look how many of the ſhorter Note 
go to a Semibreve (as you did ſee in the Scheme) il 
many do alſo go to every Time, or Meaſure. UW 
on Which Accompr, two Minums make a Tin 
one down, and the other up, four Crotchets a Tim and th, 
two down, and two up. Again, eight Quaven Mc 
Time, four down, and four up. And ſo you miſentire > 
eine Natter an 
Bur you may ſay, I have told you that a Y f. 
breve is the length of a Time, and. a Time ti 
length of a Semibreve, and ſtill you are 1gnorau 
)))) —— 
To which I anſwer (in caſe you hare no 
to guide your Hand at the firſt meaſuring 0 
Notes) I would have you pronounce theſe Word 


would (leiſurely) read them, then fancy tho 


four Words to be four Crotchets, which make 0 
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equently of a Time, or Meaſure; in which, let 
theſe two Words lone, two} be pronounced with 
the Hand down, and [three, four] with it up. 
In the continuation of this Motion you will be 
able to meaſure and compute all your other Notes. 
Some ſpeak of having recourſe to the Motion of a 
lively Pulſe for the meaſure of Crotchets; or, to the 
Wittle Minutes of a ſteddy going Watch for Qua- 
vers, by which to compute the length of other 
me Notes; but this which I have delivered, will (I 
Think) be moſt uſeful to yo. 
lx is now fit that I ſet you ſome eaſie and ſhort 
Leſſon, or Song, to exerciſe your Hand in keep- 
ging Time; to which purpoſe this which follows 
hall ſerve in the firſt Place; with Mi in B, ac- 
'Mcording to what hath been delivered; where ob- 
Wcrve, that when you ſee a Prick, or Point like 
his ['] ſer after any Note, that Note muſt have 
half ſo much as its Value comes to, added to it: 
That is, if it be a Smibreve, that Semibreve, with 
its Prick, muſt be holden out the length of three 
Minums: If it ſtand after a Minum, that Minum 
Band the Prick muſt be made the length of three 
ECrotchets ; but ſtill to be Sung or Play'd as one 
entire Note. And ſo you may conceive of a Prick 
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Fafter any other Note. 
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HA you have every Time, or Meaſure d 
ſtinguiſhed by Strokes croſſing the Lines; hid 
Strokes (together with the Spaces berwixt them ther 
are called Bars. In the third Bar you have a Mi . a 
num with a Prick after it; which Minum and Prid er ther 
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Which is divided into three Quavers, in the low 
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quantity; placing thoſe ſuppoſed, or feigned Noll 
in ſuch a place as you think moſt convenient. 
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which follow, as 3 Quavers in a Bar, whoſe M, 
Quavers in a Bar mark 
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1 Perfect of the Leſs) That Breve was to be made 
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ſtill in Uſe) which requires each Note to be! 
Play'd, or Sung twice ſo quick as when it ang I 
the uſua] way. Alſo a Daſh, or Stroke through 1 
the Sign of the Mood thus F is properly a Sign“ 
ol Diminution ; though many daſh it ſo, with 1 
out any ſuch Intention. 74 
Tr had yet more Signs of Digue 3 1 
Croſſing, or Double-daſhing the Sign of the Mood; 
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in Dupla, Tripla, Quadruple Proportion; with o- 
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will trouble you no further with them. And this 
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$1. Of COUNTERPOINT. 


EFORE Notes of different Meaſure 
were in Uſe, their way of Compoſing 
was, to ſer Pricks, or Points one againſt 
E anorher, to denote the Concords ; the 

l Length, or Meaſure of which Points was Sung 

F . to the Quantity of the Words, or Syl- 
lables which were applied to them. And becauſe, 
I in Compoſing our Deſcant, we ſet Note againſt 
AB | Note as they did Point againſt Point, from thence 
it Kill retains the name _ Counterpoint. 1 
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muſt propoſe unto you the Baſs, as the Ground. 
work, or Foundation upon which all Muſica! 


Compoſition i is to be erected: And from this Baſs 


we are to meaſure, or compute all thoſe Diſtan- 
res, or Intervals which are requiſite for the j Joy 


I ing of other Parts thereto. 


| $2. Of INTERVALS. 


N el in Music is that Diſtances; ob 
i Difference which is betwixt any two 
Sounds, where the one is more Youre the other 
more Acute. 

Ix reterence to Intervals, we are firſt to ns 
der an Uziſon ; that is, one, or the ſame ſound; 
Whether produced by one ſingle Voice, or divers 
Voices ſounding in the ſame Tone. 

Tris Luiſon, as it is the firſt Term to any J. 
terval, ſo it may be conſidered in Muſic as an 
Unite in Arithmetict, or as a Point in W 
not diviſible. 

Ass Sounds are more, or leſs Jiſtant Hs any 
ſuppoſed Uniſon, ſo do they make greater, or leſſer 
| Intervals ; upon which Accompt, Intervals may 
be faid to be like Numbers, Indefinite. But thoſe 
which we are here to conſider, be only ſuch as 


are contained within our common Scale of Mu- 


ſic; which may be divided into ſo many Par- 
"ticles, or Sections (only) as there be Semitones, or 

Half-notes contained in the ſaid Scale; That is 
to ſay, TI'welve in every Octave, as may be ob- 

ſerved in the Stops of fretted Inſtruments, or in 

the Keys of a common Zarpfichord, or oF 
Their Names are theſe that follow. 


1 2, Diaba- 


I reference to Compoſition in Counterpoine, | 3 
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„I 12. Diapaſon. . Ockave, or 8h, 
ad. 11. Semediapaſon. 11. Defective 8th, 
c 11. Sept. major. 11. Greater 7th, 
% 10. Sept. minor. 10. Leſſer 7th. 


9. Hexachordon ma, 9. Greater 6th, 


y. 8. Hexachordon mi, 8. Leſſer 6th. 

Hie J. Pere e 
IB. Semidiapentes 6. Imperfect 5th, 
6. Tritone. 6. Greater 4th. 
J. Diateſſaron. F. Perfect 4th. 
ir MA 4. Greater 3d. 

of 3. Semiditones 3. Leſſer 3d. 

wo 2. Tow. _ 2. Greater 2d. 

her 1. Semitone, | 1. Leſſer 2d. 

= - Uniſon. BOue Sound. 


n- Warns take Notice, that the Defective 8th and 
nd ; ¶ Greater 7th are rhe ſame Interval in the Scale of 
vers Muſic. The like may be ſaid of the Defective 5th 
and Greater 4th. Alſo you may obſerve, that the 
Particle Semi, in Semidiapaſon, Semidiapente, &c. 
doth not ſignifie the half of ſuch an Iaterval in 
Muſic 3 but only imports a deficiency, as want- 
ing a Semitone of Perfection. | 
} Our of theſe Semitones, or Half-notes, ariſe all 

thoſe Intervals, or Diſtances which we call Concords 
pod Diſcords. 


8 
3g 


$3. 07 Coxcorps, 


o NCORDS in Muſic are theſe 3d, 5th, 61 

8th, By which 1 alſo mean their Octaves; 
a8 Ioth, 12th, 13th, r5th, &c. All other Intervals, 
BS 2d, 4th, 7th, and their Octaves, reckoning 
from the Baſs, are Diſcords ; as you ſee in the 
rng Scale. 
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| Contards, Concorde. Diſcords, = As you i 


———F2H the Concords aud 
— Ditcords compu 
oa 1 0 18] 1 
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———214 64] wards ; ſ- = 
E 41. 3 & Wards; 10 art 


L E 
3 . they to be rech 
© wes 7 n ee d f = 
5 JDEE _.|- oned irom any 
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Perſe Inperfed: Pfei. of the Baſs dot 1 
ſtand. Ei 

Aan Concords are of two ſorts ; Perf . 
and Imperſect, as you ſec denoted under the Scat 
Perfecis are theſe, 5th, 8th, with all their Octave. H 
 Imperfects are a 3d, 6th, and their Octaves, as 50% 
1e in the Scale. q 
INupERTEC ITS have yet another Diſtinction; - til 
wit, the Greater and Leſſer 34, as alſo the Great 1 
and Teller „ | 7 *1 


8 4+ Paſ age + of the C 0 NC 0 K D 8. 12 


IRST take Notice, that Perſetts of the fan = 
1 kind, as two 5/6, or two 8½ riſing, or fal 
ing together, are not allowed in Compoſition EO: 
as thus, | 


te on EE; 
CO 


— cock goo 
| Not allied. 5 Nor allowed. 5 
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gor if the Notes do either keep ſtill in the ſame 

Tine, or Space, or remove (upward or down ward). 

þ into the Octave; two, three, or more Perfects of 
ihe ſame kind may in that be allowed. 


EXAMPLE. 


an 8 | Allowed. Allowed. 
Space 
Not 
hs | 


pee 
Scale Er 
ta ve 


5 4 . 
W 4 ITED 
3 You | 


USE ESE { 


3 5 in ue of many parts (where 
7 ſo requires) two 5ths, or two 8ths may 

e tolerated, the Parts Paſſing i in contrary — 
us: 


85 8 1 


z it 
rat 


Allowed in Competition of many Parts; 


222 == === 
_ DN Tax Paſſage from a ch to an St), or from an 87 
to a 5th, is (for the moſt part) allowable ; 3 1 that. 
_ the upper Part remove but one Degree. 
As for 3ds, or 6ths which are Imperfect Con- 
cords; two, three, or more of them, Afcending or 
Deſcending together, are allowable and very aſual, 
In fine you have liberty to change from any one, 
null to 13 other different * Firſt, when 1 75 
1, en | 0 
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= ges are theſe that follow. 
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of the parts keeps i its Place. Secondly, when bol! 
the Parts remove together, ſome few Paſlages el 
cepted, as being leſs elegant in Compoſition « [3 
two, or three Parts; though in more Parts mort = 
Allowance may be granted to them. The Paſl 1 


—— wot allowed i 27 few PA RTS. | 


DENHETAT= HET 


EEE e 


5 Tun Reaſon why thels enges are not allowel ? 
ſhall be ſhewed hereafter, | ==! 


$ 5. Concerning the K E Y, or Tox E. 


| E VERY Compoſition in Muſic, be it long i ***: 
ſhort, is (or ought to be) deſigned to ſom 4 
one Key or Tone, in which the Baſs doth alwayſt=>g-* 


* conclude. This Key is ſaid to be either Flat off 
Sharp; not in reſpect of its ſelf; but in relation 
to the Flat or Sharp zd which is joined to it. X 
Io diſtinguiſh this, you are firſt to conſider in 
5th, which conſiſts always of a Leſſer and a Gres 
ter 3d, as yours — in IDES two dee the Ke 
: in G. Don Ie tt. 
a | Great 
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2838 & ; a b —— * ; 2 — | 
1 „„ Cremer 34. CE —Leſſ oi 30. 
note i et r 3d. | TON 2 3. 


Ir the leſſer 3d be l in the lower place next te 
he Key, then is the Muſic ſaid to be ſet in: 
fat Key: But if the Greater 3d ſtand next to 


the Key is called Sharp. 


b d to the Key in all the uſual places of an Octave; 
o which may be referr'd ſuch as are leſs uſual ; 


have its 5th divided according to one of theſe two 


[ ra Sharp Key. 


EXAMPLE 


Het. Sharp Hat. She. Hat. 


ng off Sharp. Hat. sharp. Flat. Sharp, 
ſom = 
lway 
Lat oe 
lation 


Flat. Shary, Flat, Sharp. 


1 the Key as it doth in the ſecond Inſtance, then 


I will ſhew you this Flat and Sharp 3d, applied 


bor however the Key be placed, it muſt always ; 
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36 A Compendium of Music! 

As the Baſs is ſet in a Hat, or Sharp Key; { 

muſt the other parts be ſer with Fats, or Shar: 
in all the Octaves above it. : 


ing to the REY. 


9 6. Of the Crosks, or CADENCES belonr ft 
H AVING ſpoken of the Key, or Tone; i 

1 follows in order, that we ſpeak of the CH 
ſes, or Cadences which belong unto it. And her 
we muſt have recourſe to our forementioned 5 
and its two 3ds, for upon them depends the A? 
of every Compoſition ; they ſerving as Bounds of? + 
Limits which keep the Muſic in a due decorum. 
Tux it is, that a skilful Compoſer may (fa 
variety) carry on his Muſic (ſometimes) to ma 
a middle Cloſe or Cadence in any Key; but hen 
we are to inſtruct a Beginner, and to ſhew hin 
what Cloſes or Cadences are moſt proper and m 
tural to the Key in which a Song is ft. 
Or theſe, the chief and principal is the Key i 
felf ; in which (as hath been ſaid) the Baſs mul 
always conclude ; and this may be uſed alſo f 
a middle Cloſe near the beginning of a Song, i them 
one think fit. The next in dignity, is the 3 bonget 
above; and the next after that, the 3d. In the redut 
three Places middle Cloſes may properly be mad: (for t 
when the Key is flat. No PNP uſing 
( ᷣͤ EIN e prope 
EN A H ˖ ... AE 
Key Flat. 5 | 'F 


in the 


=phato-2-i==233td = bere 
3 re er 2-5 * 5 


-en at 


| the ww or 2d above the * for middle Cloſes. 


EXAMPLE. 


A 
sch. th. 2d. Key. 


cale, 
0 7. 2 2 frame a Ro 185 
L the Air * your Baſs be proper tothe Key 


longer your Baſs is, the more middle Cloſes Wil be 


uſing Degrees no more than to keep it within the 


in the Baſs, for ſome Reaſons which ſhall appear 
— | hereafter: Let this {ſhort Bajs which follow ſerve 
— bor an Inſtance ; in which there is a Cloſe or Secti- 
0-1 on at the end of the ſecond Bar. 
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I Bur if the Baſ⸗ be ſet in a Sharp Key; then it 
$5 not ſo proper, nor eaſie, to make a middle Cloſe 

br Cadence to end upon the ſharp 3d, and there- 

Fore (inſtead thereof) we commonly make uſe of 


1 », you 5 what Cloſes + to the Ke, 8 

both flat and ſbarp; and by theſe two Examples : 
ſet in G, you may know what is to be done, tho 
the Key be removed to any other Letter of the 


5 deligned.. 2. If it have middle 9 vl 
them be according to the late Examples. 3. The 


required. 4. The movement of your Baſs muſt be 
(or the moſt part) by Leaps of a 3d, 4th, or 5th. 


proper Bounds and Air of the Key. Laſtly, I 
would have you to make choice of a flat Rey to 
begin with; and avoid the ſetting of ſharp Notes 
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$ 8. How to joyn a TREBLE to the BAss. 


1 Baſ« being made, your next buſineſs is i 
3 join a Treble to it; which to effect (afte 
you have placed your Treble Clif) you are t6 ſet Fr 
Note of the fame quantity with the firſt Note of 
your Baſs ; either in a 3d, 5th, or 8th above you 
Baſs ; for we ſeldom begin with a 6th in Count, 
No w, for carrying on the reſt, your ſecure 
way is, to take that Concord, Note after Notes 
which may be had with the leaſt remove; and tha 7 
will be, either by keeping in the ſame place, oſt 
removing but one Degree. In this manner you 
may proceed until you come to ſome Cloſe of 
Section of the Strain; at which you may remor* 
by Leap to what Concord you pleaſe z and then 
carry on the reſt as before. ) 
By this means you will be leſs liable to tho 
Diſallowances formerly mentioned, moſt of then 
being occaſioned by Leaps of the upper Part. 
Ou let me advertiſe yon, that we ſeldonÞ 
ule 8s in two Parts, except beginning Notes 
Ending Notes, or where the Parts move contra- 
ry; that is, one riſing, the other falling. 
Ir you ſet a Figure under each Note as you 
Prick it, to ſignifie what Concord it is to the Baſs, 
as you ſee in the following Examples, it will be 

; Jome caſe to your Eye and Memory. 


Ex AM. 1. A with a 5th. 
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[dom Cloſe at the end of the ſecond Bar, your Treble may 
otes properly remove by Leap, at that place, to any o- 


by degrees; as you ſee in the firſt Example. 


eaſie, and moſt natural to the Treble Part in plain 
11 bi 7 yet I do not ſo confine you thereto, 

[ur that you may uſe Leaps when there ſhall be any 
EA | D 4 oe 
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1 Kir Notice that ls Baſs 15 0 a middle 


ther Concord, and then begin a new Movement 


I propoſe this Movement by degrees, as the moſt 
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4% e Compendium of Mus rc: | 
Occaſion; or when your own Fancy ſhall more 
you thereto z. provided thoſe Leaps be made into 
Imperfect Concords, as you may ſec by this Example. 


The ne LILIES _ = 2 
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Haix told you that we ſeldom uſe 82hs in tu 
Parts, tis fit I give you ſome Accompt of thoſe is 
the late Examples: The firſt is in the third Bar «= 
the firſt Example, where the Treble meets the Ba 
in cantrary Motion; therefore allowable. In ty 
ſecond Example are three 8:hs. The firſt in the fir: 
1 Bar, the Treble keeping its place, and therefore a 
| 4 lowahle. The ſecond meets in contrary Motion 
tue third keeps its place. In the third Example ar 
iy two 82s, the firſt begins the Strain, the ſecond the 
latter Part thereof; in all which beginnings, an 8 
may properly be uſed. Laſtly, all thoſe 8hs which 
you ſee at the Concluſion of the Examples, ar: 
not only allowable, but moſt proper and natural. 
As for thoſe two Sharps which you ſee in the 
ſecond Example; the firſt of them is diſputable, | 
as many times it happens in Mufic ; in which 
doubts the Ear is always to be Umpire. The o- 8 
ther Sharp depends more upon a Rule; which is | 
that when the Baſs doth fall a 5th, or riſe a 4th; 
that Note, from which it ſo viſes or falls, doth con: 
monly require the Sharp or Greater 3d to be joined uE 
it And being here at the Concluſion, it hath a 
further Concern ; which is, that a Binding Ca- 
dence is made of that Greater 3d, by joyning part 
of it to the foregoing Note, which is as frequent 
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Cadence 3d. 


Greater zd. 


Cadence 3d. 


*FCloſe. 
" Turns is another fort of Cadzore frequent in 


Pore which went before; the Baſs Deſconding 
4 1 * or Semitone, thus: 
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Greater th. Cadente. Cadence. 
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Hey where the Greater Gib is joined to ſuch 
Notes of che "a 
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42 A Compendium of MuSIc. 
I 1 would now have you frame a Baſs of yo 
own, according to former Inſtructions, and ff 


how many ſeveral ways you can make a Tre}: if reble. 
you find your ſelf perfect and rea ; 
- therein, you may try how you can add an in 


Wren 
4 veble.— 


Part to your Treble aud Baſs; concerning whic 
take theſe Inſtruct ions. ö 
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| d 9,  ComrosiTION of Three P ARTS. 


LIRST, you are to ſet the Notes of this Part 
1 Concords different from thoſe of the 77 
2. When the Treble is a 5th to the Baſs, I wo 
have you make uſe either of a zd, or an 
for the other Part; and not uſe a 6th this. 
with, until I have ſhewed you how, and whe] 
a 5th and 6th may be joined together; of whic 
more hereafter. 3. You, are to avoid 8:hs x8 
this inner Part likewiſe, ſo much as you aſe 
with Convenience. For though we uſe 5th: 
much as Imperfe&s, yet we ſeldom make u 
of din in three Parts, unleſs in. ſuch Placf 
as we formerly mentioned. The Reaſon wilt 
we avoid 8ths in two or three Parts, is, ti, 
Imperſect Concords afford more variety upon «Mz 
comprt of their Majors and Minors; beſides, Inf 
3 do not cloy the Ear ſo much as Perfem 
WX will make uſe of the former Examples 
that you may perceive thereby how another Pau 
is to be added. e 8 
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Tear b flat which you fee in the third Ba 


all the three Examples of the inner Part, is In 
there to take away the harſh Reflection of E ſol me 
againſt þ flat the foregoing Note of the Ba han tc 
| Which is that we call Relation [uharmonical, he K 


which I ſhall ſpeak hereafter. As for the Si 0 3: 
I refer you to At I ſaid formerly of them: O 

| ly take Notice that part of the ſharp zd in Hd he 

ble Part of the ſecond Example, is joined to 


foregoing Note, to make that Binding Cadeff dncer! 
we formerly mentioned. 5 0 red. 
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J F you deſi ign your Compoſition for four Pau . 3: 

I would then have you to joyn your 2d "#8 os 

ble as near as you can to the Treble ; hie Far t. 

eaſily done by taking thoſe Concords (Note af kermit 

Note) which are next under the Treble, i in man u Eper! 

as follows. | 2 Trl 
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the N 1 will now by adding another Part ( Viz, a 47. 
to ff ) ſhew you the Accompliſhment of four Parts ; 

Ada Þncerning. which, theſe Rules are to be obſer- 


| 1 in Concords different from the other two 


d 34, let this be an 8th ; by which you may 
nceive the reſt. 

1 SrcoNplx, I 4 have you joyn this Trans as 
Ia ar the 2d Treble as the different Concords do 


I pper parts are joined cloſe together. 


1 riſing or falling together, as well amongſt 
the upper Parts, as betwixt any one Part and the 
25 of which there is leſs danger, by placing 
ee Parts 1 in different Concords. 
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1 make the 2d Treble and Treble end both in the 
me Tone; which, in my Opinion, is better 
t Wan tO have the Treble end in the ſharp 3d above; 
. he Key of the Compoſition being flat, and the 
1 arp 3d more proper for an inward Part at Con- 


Finsr, that this Part which is to 1 added, ” I 


Iwpper Parts. That is to ſay, if thoſe be a 5th 


Ermit ; for the Harmony is better when the three 
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Hex you may perceive each Note of the ner — 
ly added Tenor, ſet in a Concord ſtill differ. 
from thoſe of the other two higher Parts; Fe 
which the Compoſition is compleated in fou 
Parts, And though I have ſhewed this Compe 
ſition, by adding one Part after another, whid 
1 did conceive to be the eaſieſt way of giving yo =-£ 
a clear underſtanding of it; yet, now that you E 
know how to place the Concords, it is left u = 
your liberty to carry on your Parts (fo many quire 
you : deſign) together; and to diſpoſe them intofſMever | 
ſeveral Concords, as you ſhall think convenient. Conc 
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uny 1WEquires a 6th to be Joined a it: And tho' I 


n into 


Fever heard any approved Author accompt it for 
ent. 


Poſition ; and hath a particular grace and elegan- 
„ even in this plain way of Counterpoint. It 
Auf commonly produced by making the JofcT, Term 
LY "Of 
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Ir is aoterally deliver d by moſt Authors which TT 
3 have ſeen, that how many Parts ſoever a Com- 
aittion conſiſts of, there can be but three ſeveral 
Foncords Joined at once, to any one Note of the 
st; that is to ſay, either a 3d, 5th, and 81h, or 
. 6th, and 8thz and, that when the 5th takes 
ee, the 6th is to be omitted; and contrarily, if 


omas Morley, in his Introduction to Muſic, Pag. 143. 
Aching his Scholars to compoſe four Parts, uſeth 
eſe Words, But when you put in a 6th, then of courſe 
ft the fifth be left out; except at a Cadence or Cloſe 


of Clofing, and the ouly 
way of taking a 5th and 
== _ = j ſic, called a Falſe, De- 


2 or Imperte& 


a Concord, yet it is of moſt excellent uſe in Com- 
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ces following. 
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tion'd. I do not conceive how they can ſtand 
\ gether 1 in Counterpoint; but when one of then 
put in, the other is to be left out, according 0 
the common Rule. Þ 


are certain ſharp Notes of the Baſs, which neſ 


As namely, 1. The Half: Note, or leſſer 2d und 5 
the Key of the Compoſition. - 2. The greater 
above the Key. 3. Alſo the 3d under it, red 
ring ſometimes the greater, and ſometimes the! 
fer 6th to be joined to it, as you ſee in the 18 


or Baſi-Nite, Sharp, as you ſee i in the two Inſt 1 


| "as you ſee how a th and 6th may be l A 
at once ; in any other way than theſe I have n f 
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E will now proceed to a ſharp Key; 
which, 6ths are very frequent; for til 


ſarily require a leſſer 6th to be Joined to thc eo 
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Baſs requiring a 6h are marked with a Dag 
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1 og to be noted in this Example are theſe : 
When the Notes of the Baſs keep {till in the 
me place, it is left to your liberty to remove the 
N ner Parts as you ſhall think fit: An Inſtance 
Fhereof you have in the next Notes after the be - 
inning. 2. Take Notice (and obſerve it here- 

ter) that the Half: note or ſharp Second under the 
Key, doth hardly admit an 82h to be joined to it, 
1 pichout Offence to a critical Ear; and therefore 
Dave I joined two 6ths and a 3d to that ſharp 
ote of the Baſs in F. 3. In the firft Part of = 
cond Bar, you may ſee the Treble lending Part 

e its 6th to the foregoing Note, to make that 
Winding Cadence which we formerly mentioned, 
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4 ag, = 4. You may obſerve that now I permit 
| 1 4 ſhe Treble to end in a ſharp 3d, which I did not ap- 
ne Prore when the Key was flat. 


Tur Figures ſhew you which parts are 6ths to 


Ine Baſs, as the Marks, VN. Notes of the Baſs 
re- 


50 4 A Conpendtam of Mv er 
8 require them; where you muſt know, that ty 
Baſs in all lach like Notes, doth aſſume the m 
ture of an upper Part; wanting commonly a ;/ 
ſometimes a 5th of chat Latitude or Compal 
which is proper to the true nature of the Baſs. 
Lo demonſtrate this, we will remove the (ail 
: Notes into their proper Compaſs; and then yy 
will ſee thofe 6ths chang d into other Concords; th 
upper Parts remaining the ſame they were, or el 
vſing thoſe Notes which the Baſs aſſumed . 
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HERE you may 9 that by removing tho 
Notes of the Baſs a 3d lower, all the 6 a 
taken away, except that 6th which made tif = 
Binding Cadence; and that alſo will be take, 
quite away, if we. remove its Baſs-Noze into ii, 
full Latitude, which is a 5th lower ; as you wilg 1 1 
HY {ee od the Inſtance next following. 


B 


Principle of ComrosrTION: ” WI 


where 6ths are to be 


be avoided when you 
Fn bat Baſſes confi ling much of Notes which require 6ths 


fove much by Degrees. 
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19 N E thing yet remains, very neceſſary (fome- 
times) in Compoſition ; and that is, to make 


thich is commonly called the Breaking of a Note. 
The manner of it you have in the following Ex- 


and 225 both downward and upward. 
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ler Notes. Where take Notice alſo, that two, 
E 2 three, 


By this which hath _ 
been ſhewed, you ſee 


> uſed in Compoſition ; 
and how they may 


_ pleaſe. But I would 
have you take Notice, 


be joined to them, are more apt for few, than for 


Wy Parts. The like _ be ſaid of 1 chat 


booth or ſweeten the roughneſs of a Leap, by a 
dual Tranſition to the Note next following, 


pics, where the Minum is B, is broken to a 345 : 


In like manner may a Sentibreut be Arn into 
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three, or more Notes ſtanding together! in the faul 


229 and conequenely capable of 27 oO i 


but that the firſt Particle expreſs the Concord, 1 


pen) the following Note of the other Part may 
altered, or the Tranſition may be omitted. 


and apply ſome of theſe Breakings to ſuch No l 
_ 1 require them, or may admir chem.“ ä 


Tenor. LT =p 
= 82 


Line or Space may be conſidered as one intiſ 


ee EXAMPLE. 
EEE RE 
Ir 


i N SO FRY van n no more to take care % 


that the laſt produce not two 5ths or 8ths wi 
ſome other Part. To avoid which (if it ſo = lc 


WI will take the late Example with its 1 


EXAMPLE. 
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ne intiſ f your Eye back upon their original Note. 
(ation, Þ {IN this I have made the 1/t and 2d Treble end 


Ich in the ſame Tone, that you might ſee tlie 
Fuor fall by Tranfition into the Greater 3d at the | 


q 
Hoſe. 


1 and Juliradions which I bare now 


1 fice to ſhew you what is neceſſary for Compoſi- 


have ſer my Examples all in the ſame Key 


F 1 


your Apprehenſion ; which being once confirm- 


& 3d as hath been ſhewed. 


tl 14. ComoTION of 5, 6, and 7 Pans, 


1 1 Y that which hath been l it pla inly ap- 
D pears, that there can be but three different 
7.4 qancords applied at once to any one Note ot 


Lean — 


ee Baſs, that is to ſay (generally ſpeaking) ei- 


er a 34d, 5th, and 8th, or a 3d, 6th, and 8th, 
Fo ; lence it follows, that if we joyn more Parts then 


-Wiree to the Baſs, it muſt be done by doubling 
pme of thoſe Concords, v. g. If one Part more 
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added, which makes a Compoſition of five 
1 parts, ſome one of the ſaid Concords muſt ſt ill 
doubled. If two be added, which makes a 


Pore be added, which makes up ſeven Parts; then 


nſequently, the more Parts a Compoſition con- 
ſts of, the mare redoublings of the Concords vi it 
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Tus Breakings are marked with little Stars un- 
the far them; which you will better conceive if you 


Flirered, being duly obſerved, may (I doubt not) 
pn of two, three, or four Parts, in Counterpoint. 
( *F in G) that I might give the leſs N | 


'Þ vou may. ſer your Compoſition in what Rey 
Pu pleaſe, having regard to the Greater and Leſ- 


Wompoſition of fix Parts, the duplication of two 
Wt the Concords will be required. If three Parts 


Il the three Qbncords. will be doubled. And 
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be required. Which redoublings muſt be eig 


niſons, becauſe many Parts cannot ſtand within ui 


with ſuch Obſervations as may occur therein 


you will have more liberty to change or break of 
upon the middle of a Note. 


aTreble === e > 


doubled, 


hich 
Parts; 


Compaſs of the Scale of Muſic, But ſome of tho . e 


Parts muſt of neceſſity meet ſometimes in Uniſon. 
— THnar I may explicate theſe things more cleuſf # 
ly, I will ſet you Examples of 5, 6, and 7 Pars; 


in their Ofaves, or in their Uniſons. I mention i 


And being able to joyn ſo many Parts 3 | = 
Counterpoint, you will find leſs difficulty to c . 


poſe them in Figurate Deſcant; becauſe te Heeble. 
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e eithe hich denote them. Your next ſhall be of Six 
tion i Parts; wherein two Concords will Rill be doubled | 
thin each Note of the Baſs, Ry 
of tho . 
nien. 

e cle "x 
Vo ö 
herein 
ther i 
o conf 
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3 | Herz you je two S rds . 
1 Piech, all you have to obſerve 1s, how * . 


| hove ſeveral ways; the one upward, the other 
j lownward ; by which means they ay eig the Con- 


Fan at Perfects of the ſame kin d. 
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- Opsrnvarions i in this Ede are cheſs: firl ? follc 
el all the three Concords arc cither doubled; «MM Baſ 
if any one ſtand fi ngle (as that which makes the nat: 


Binding Cadence muſt always do) it doth 'neceſliÞ alor 


tate ſo me other Concord to be trebled. Secondly, ; Qu 
that though the Parts do mect ſometimes in Us:/«|-ber: 
hen + 
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Phen it cannot be avoided ; yet they muſt not re- 
main ſo, longer than neceſſity requires. Laſtly tale 


p bove or below the Notes of another Neighbour- 
Ing Part; either to avoid the Confecution of Per- 
fects, or upon any voluntary Deſign. The Notes 


hem, that you may take better Notice of them. 


T of Eigbt PARTS. 


F ANY Compoſitions are ſaid to have two 


one Baſs divided into ſeveral Parcels ; of which, 


_ we are to ſpeak of two Baſſes of a different Na- 
5 ture; and that in reference to Compoſition of 
Eight Parts; which, whether intended for Church 
or Chamber, is uſually parted into two Quires; 
either Quire having its peculiar Baſs, with three 
upper Parts theretq belonging. 
Tusk two Quir 


hut when both Quires joyn together, the Com- 
© poſition conſiſts of Eight Parts, according to the 
e, fin following Example. In which you will ſee two 


ed; i Baſſes, either of them moving according to the 
es the nature of that Part; and either of them alſo, if ſet 


ecellW alone, a true Baſs to all the upper Parts of either 


e here I do mean. 
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ms | 4 A NMine 1 
though it be a thing which 
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otice, that the Notes of one Part may be placed 


ſo tranſpoſed, are marked with little Stars over 
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Baſſes (becauſe they are exhibited by two 
Vols or Veotces) when, in reality they are both but 


either Baſs doth take its Part by turns, whilſt the 
other ſupplies the Office of another Part. Such 
are commonly deſign'd for Inſtruments. But here 


L res anſwer each other by turns; 
© ſometimes with a ſingle Voice, ſometimes with 
two, three, or all four; more or leſs, according 
do the Subject, Matter, or Fancy of the Compoſer. 
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| ſew of our chief Compoſers do obſerve, yet J cuſſ 
not but deliver my Opinion therein; 725 wh 
: aki] to follow which way they moſt affect. 
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As concerning the Concordance of theſe two 
Baſſes berwixt themſclves; it mult be, in every 
reſpective Note, either an Ove, an Uniſon, a 


2 "off 


Ethoſe upper Parts which were Octaves to the low- 
Fer Baſs. But where the Baſſes are a 2d one to the 


away the lower Baſs where they are a 6th one to 
the other; thoſe upper Parts which were 6:hs to 


oncords are the {ame to either. 


TE Reaſon why I do not affect a 5th betwixt 


—— 


5 [Fnot have the Muſic of one 


but rather, that the Muſic of either 
built upon its own proper Baſs, and thoſe two 
s Baſſes with all their upper Parts to be ſuch as 


gether. 


I chough they may often meet in 3d, yet if they 
5 nove ſucceſſively in ſimple 3d, they will produce 


require it. „ TEE 
War we have ſaid of four Parts in a Quire, 
the ſame may be underſtood if either Quire con- 


AY 
* 


lilt of five or fix Voices. Alſo, if the Muſic be 
compoſed for three or four Quires, each Quire 


the other: And the more Parts the Compoſi- 
ion 


59 


. hird, or a Sixth, one to the other; not a Fifth, 
becauſe the upper Baſs (being ſer alone, or ſound- 
zung londer than the other) will be a 4th to all 


38 other, if you take away the lower Baſs, the 8ths 
are only changed into 6ths. Again, if you take 


the lower Baſs, will be 8:hs to the higher. Where 
the Paſſes ſound in Uniſou or Octave, the upper 


the two Baſſes in Choral Muſic is, that I would 
Quire to depend upon 
the Baſs of the other, which is diſtant from it; 


Quire be 


may make one entire Harmony when they joyn to- 


= Ons thing more concerning two Baſſes is, that 


Ae kind of buzzing, in low Notes eſpecially (as 1 
—} Fave ſometimes obſerved) which is not to be ap- 
proved unleſs the Humour of the Words ſhould 


ought to have its peculiar Baſs, independent ot 
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tion conſiſts of when all are joined together jk 
a full Chorus; the greater allowances may be!“ 
granted; becauſe the multiplicity of Voices doth 
drown or hide thoſe little Soleciſmes which in 
fewer Parts would not be allowed. | 
Tris is as much as I think neceſſary to h 
ſhewed concerning Counterpoint, or plain Deſcau,&. 
which 1s the Ground-work, O (as 1 may ſay . 
the Grammar of Muſical Compoſition. And thou 
the Examples herein ſer down (in which I hay 
_ endeavoured no Curioſity but plain Inſtruciaf 
be ſhort, ſuitable to a Compendium, yet they u . 
( hope) ſufficient to let you ſee how to carry ſh . 
your Compoſitions to What length you ſhall d 
=D ae a 3) apy. nl 
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Pragical MUSIC 


| The Third P A R T. 
_Teaching + the "oe of Dis conps. 2 


N 


9 7 I Concerning D 1SCO 1152 


ISCORDS, as we formerly ſaid of 1 
vals are Indefinite ; for all Intervals, ex- 
cepting thoſe few which preciſely termi- | 
nate the Concords, are Diſcords. But our 

"SHI in this place, is no more than with theſe 
that follow, viz. The Leſſer and Greater Second. 
1 The Leſſer, Greater, and Perfect Furth. The Leſ- 
ſer, or Defectiuve Fifth. The Leſſer and Greater Se- 
| vent, By theſe I alſo mean their Ove. 
24 | $2. How 
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ha. How DiscoRDs are adnitted znto 
FFF 


 7SCORDS are two ways (chiefly uſed in 
Compefition. Firſt, in Diminution; That 
is, Wh te, or more Notes of one Par 
are et againſt one Note of a different Part. And? 
this is common y dane in making a gradual Tran- 
ſition from one Concord to another; of which 
vou had ſome Intimation, Pag. 51, where I ſpoke 
of Breaking a Note. 
I this way of Paſſage, a Diſcord may be al 
lowed in any one of the Diminute Note, except 
the firſt or leading * which ought always to 
bea Concord. | 


EXAMPLE. 
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bolloy 


T* o which may be 1 all kinds of Break- 


Ings or Dividings, either of the Baſs 1 it ſelf, or - 
the 


the | Dion that is joined to it; of which you 
hay ſee hundreds of Examples in my Book named 

Th | Divifon Viol, 34 Fart; ; the Whole Diſcourſe 
being upon that Subject. 
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ed in! 
Tha 

Patt 
And 
["ran- 
vhich 
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pore Notes ſtanding together in the ſame Line or 
pace may be conſidered as one entire Note; and 
may admit a Diſcord to be joined to any of chem, 
i firſt only _— 


EXAMPLE. 


FEES 
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Je al. 
xcep 
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13 in this Example, x tw what * 
lerty you have to uſe Diſcords ; where many 

Notes ſtand together in the ſame Line or Space, 
Thich may properly be uſed in Vocal Muſic, 
here both the Parts pronounce the ſame Words 
qr Syllables rogether, yet it is not very uſual | in 
Muſick made ſor Inſtruments. 


T ly allowed or admitted ; but of molt. ex- 
Ellent Uſe and Ornament in Compoſition ; is, in 
rcopation or Binding: That is, when a Note of 
dne Part ends and breaks off upon the middle - 
reak- df the Note of another Part ; as you ſee in the 
e Plowing Examples. 
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Hxax again take Notice, * two, inter, or 


HE other way in which Diſcords are not on- 
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Tuesz Examples do ſhew you all the Binding 
or Syncopations that are uſually to be found; a cord 
7tbs with 6ths ; 6ths. with 5ths ; 4ths with za; muc 
| 3ds with 24s. Why 8ths and 5ths are exempt from hold 
| Binding with their neighbouring Diſcords, ſhal a Pe 
f A V 
Iss this way of Binding, a Diſcord may be appli N 

ed to the firſt Part of any Note of the Bafs, if the Con 

other Part of the Binding Note did ſound in Con: year 
cordance to that Note of the Baſs which went be hic 
fore; and ſometimes. alfo without that Qualifica fe& t 
tion wherein ſome Skill or Judgment is required, © 


$ 4. Paſſage of Di SCORDS. 


SCO RDS thus admitted, we are next wii A 
8: conſider how they are brought off, to rende in D 
them delightful ; for fimply of themſelves they an Way 
harſh and diſpleaſing to the Ear, and introducuWrhem 
into Myfic. only for variety; or, by ſtriking tie the 
Sence with a diſproportionate Sound, to beget : thout 
; 2 Attention to that which follows; to the poſiti 


earing whereof we are drawn on (as it were) bj Deſig 
àneceſſary expectatiIou . P of 57 
_ Txr1s winding or bringing a Diſcord off, is b T 
ways beſt affected by changing from thence into ÞExce! 
ſome Imperfe& Concord, to which more ſweetneh pente; 
ſeems to be added by the Diſcord founding before it. ¶ the 2 
And here you have the Reaſon why an 8th and the 8 
5th do not admit of Sncopation or Binding, with diſtin 
their neighbouring Diſcords ; becauſe a 7th dot? the C: 
Paſs more pieaſingly into a 65; as alſo a 9th into ther 
a loth or 3d. And as for a 5th though it Bind lappea 
well enough with a 6th (as you did ſee in ſome of the o 
the foregoing Examples) yet with a 4th it wil the o 
not Bind ſo well, becauſe a 4th doth Paſs mort ¶ mann 
properly into a 3d. 5 5 

| Tuts! 
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ding an little Windings and Bindings with Diſ- 
3 43Þ cords and Imperte& Concords after them, do very 
345; much delight the Ear yet do not ſatisſie it, but 
from hold it in ſuſpence (as it were) until they come to 
ſhal a Perfect Concord; where (as at a Period) we 
underſtand the Sence of that which went before. 
appl. * Now, in paſſing from Diſcords to Imperfect 
if the Concords, we commonly remove to that which is 
Con- © neareſt, rather than to one that is more remote; 
It be · © which Rule holds good alſo in paſſing from Imper- 
.. ect Concords, to thoſe that are more Perfect. | 
ired, e 
f 1 5 Of Digcoxbs, Norz againſ Nome... 
'LTHOU GH we have mention 'd but two 
ext v ways in which Diſcords are allowed; that is, 
rende in Diminution, and Syncopation, yet we find a third 
ey an Way, wherein Skilful Compoſers do often uſe 
ducuWthem-; Which is, by ſetting Note for Note of 
ig the the ſame quantity one againſt another. And 
eget i though it be againſt the common Rules of Com- 
to the poſition; yet, being done with Judgment and 
re) H Deſi ign, it may be ranked amongſt the Elegances 
[of Pigurate Muſic. 85 
is l TRA prime or chief of which, for their Uſe and 
e imo Excellency in Muſic, are a Tritone and a Semidia- 
etnesWpeute; that is, the Greater or Exceſſive 4th, and 
fore l. the Leſſer or Defeftive 5th, Which according to 
and 1 the Kale, where we have no other diviſions or 
with diſtinctions than Semitones or Half- notes, ſeem to be 
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the ſame Interval, as to proportion of Sound, ei- 
ther o. Pe conſiſting of ſix Semitoxes ; but their 
appearance in Practice is, one of them as a.4th,, 
the other like à 5th, Which, if placed one above 
the other, compleat the compaſs of an Octave, in 
| [manner following. 
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| Semidiapente. 


ſlag ara 292.2 


Pine. 
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Takia uſe in Figurate Dili | is very frequent, 


Counterpoint. The Tritones paſles naturally into: 
Os the Semidiapente into a 36, thus : : 
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| Semiaiapente. 


22 1 1s Parts or Sounds which oy uſually 1 re- 
quire to be joined with them, either in Binding 
or without it; are a ſecond above the lower Not: 
of the Tritone; and a ſecond above the higher 
Note of the Semidiapente ; which makes that 6th 


we mentioned, pag. 47 as neceſfary to be Fan 
with an 9 5th, 781 : 
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both in Syncopation and Note againſt Note, as in 
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dd  Trizone, 2 Semidlapente. 


8 6. * Discoxps in double TRANSITION. 


3 1 Shewed you formerly ( pag. FI ) how a Note i is 
11 fometimes broken to make a Tranſition by de- 
grees to ſome other Concord. 4 
—=| Tuxs xs Tranfitions or Breakings are commonly 
——= | cxpreſsd in Quavers or Crotchets ; {ometimes | 
(though ſeldom) in Minums. The Examples I 1 
gave you were ſet for the Treble, but may be ap- oo 
| plied to the Baſs alſo, or any other Pfarr. 
Now, if the Baſs and an upper Part, do both 179 
make a Tranfition at the ſame time, in Notes of 198 
| the ſame quantity, and in contrary motion, which 1 
is their uſual Paſſage 3 there mult (of neceſſity) 
be an encounter of Diſcords, whilſt either Part 
proceeds by degrees towards its deſigned Con- 1 
cord. And therefore in ſuch a Paſſage, Diſcords —_— 
bs bende may be allowed Note n Note. 
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w Diſcord, for which no general Rule is to be gi 
ven; and therefore, not to be exhibited to à Be- 


that which is done with Judgment and Deſign,Þ 


trance! Again, many things may be allowed in 


Brsints theſe which depend upon the Rule o L 
Breakin and Trarxfition, there may be other way! 
wherein à skilſull Compoſer may upon deſign ſe: 


ginner ; there being a great difference betwiztÞ 
and that which is committed by overſight or igno-- 
Quavers and Crotthets (as in theſe. Examples that. 


J have ſhewed) which would not be fo allowable [ | 
in Minuns or Semibreves. — | 


„ of tees > 2 


1 OY vou formerly that Diſcords - are beſt 
lunge off when they paſs into Inperſect Concord; 
vhich is true Doctrine, and ought to be obſerved 


—= [as much as may be) in long Notes and Syncopation - 
5 But i in ſhort. Notes and Dimimition, we are not ſo 
—=— ſtrictly obliged to obſervance of that Rule. Nei- 
— [ther can we Aſcend or Deſcend by degrees to a 


eh or to an 8th, but a 4th will come before the 
one, and a 7th before the other. 
AAN, a 7th doth properly paſs into a 5th, 
when the Parts do meet in contrary Motion, as 
e ou may ſee i in the Example next following. 
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ign ff} Axr p here you may ſee two Iths, both Party 
be oi eſcending, betwixt the Baſs and higher Treble ; 
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97. of Relation INH ARMONICAL: 0 


. FT E R this Diſcourſe of Concards;: I think 
4 it very proper to ſay ſomething concerning 
ation Inharmonical, which 1 — did but 
Py, mention. 


e ee, eee —_ 


7728 


e 5 


72 Compendium of Music- 
 Rexar1on, or Reſpect, or Reference Inham 
nical, is a harſh Reflection of Har againſt San 
in acroſs Form; that is, when the preſent Ny 
of one Part, compared with the foregoing Mee d 
another Part, doth produce ſome harſh and dif. 
pleaſing Diſcord. Examples of it are ſuch as fol. 
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Px firſt Note of the Treble is in E ſpar ſhi 
which conſidered (croſs wiſe) with the ſecond 
Note of the Baſs in E flat, begets the Sound of 1 1 
Lefſer Second, which is a Diſcord. The ſecond 
Example is the ſame Deſcending. | 
MEL third Example, comparing E ſharp il 7 
the Baſs, with B flat in the Treble, produces a falt 
5th, which 1s alſo a Diſcord. The like may be 
' ſaid of the fourth Exampfllie. ; 
Tux firſt Note of the Baſs in the fiſth Exam 
ple ſtands in B flat ; which compared with the 
laſt Note of the Treble, in E ſharp, produces the E 
ſound of a Tritone or Greater 4th, which is alſo 3 

_—_ _—_— rg 3 727 2 
— Tyovcn theſe croſs Relations ſound not both = 
together, yet they leave a harſhneſs in the Ear 
which is to de avoided ;. eſpecially in Compoſition i 
Bur you muſt know, that this croſs Reflecti- 

on of Flat againſt Sharp, doth not always produce 

Relation Inharmonical. _ enter puree epi 
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"EXAMPLE. ee 


and ſecond Bars of this Example. Alſo that Re- 
| fecicn of F ſharp againſt B flat, in the third Bar, 
ſoar) i 
{econ 
d of 


ſecond 


arp il 
a fal 
ay by 


pot, Relation Inharmonical. 
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arp in the Baſs, againſt B flat in the Treble, which 


begets the ſound 1 a Leſſer 4th, and is very _ 
'F an 


my” 
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Fos it is s both tial ad proper for the up- 
per Part to change from flat to ſharp when the 
Baſs doth fall a Leſſer zd, as you fee in the firſt 


which produces the ſound of a Leſſer 4th, is not 
Relation Jnharmonical. The Reaſon thereof you 
ſhall preſently have. But firſt I will give you a 
elearer Inſtance thereof, by comparing it with 
another 4th, flat againſt ſharp croſs wiſe, that your 
own Ear may better judge what is, and what i is 
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: and uſual j in Compoſition. 'The other two Inſian 
ces are F flat in the Baſs, againſt B ſharp in th 
Treble, which makes a Greater or Exceſſive 4th, | 
very harſh Relation. And here (by the way) yo 
may obſerve three different 4ths in Practical Mya 
viz. 1. From F ſharp to B flat upward. 2. Fron hee it 
F flat to B flat; and 3 From 3 to B ſa 0 
thus exemplified. 


7 === E == Fic 


conſider the proportion of its Interval; Which ( 

deed) belongs rather to the Theory of Mu: WK: 
for though the Ear informs a practical Compoſe, | 
which Sotinds are harſh or pleaſing ; it is the {p*ſ 


or ſuch Iutervals make thoſe Sounds which Pl | 
or diſpleaſe the Ear. 


into Practice; that thereby we may give a Reaſor : 
to a Practical Muſician, why it falls not under Re 


examine it according to our common Scale of A 
Hic; and there we {hall find it to conſiſt of no mor 


very ſame number that makes a Ditone or Great 


e e 
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| Leſſer 4th.  Paſetl 4th, Greater 4th. 1 898 | per L. 


As to the Reaſon, why F ſharp agrlalt B te p 
doth not produce Relation Inharmonical, we are t 
culative Part that conſiders the Reaſon why ſud 

Bur ve will reduce this buſineſs of the 2 4 
lation Inharmonical. To which Purpoſe we vil : 


than four Semitones or Half-Notes ; which is the- 


3d. This Example Will render i it more plain. 


Lefer 4th. EE 3d. 
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Fe w I ſappoſe that no practical Muſician will 
y that the two Terms of a Greater 3d have any 
larſh Relation one to the other; which granted, 
loth'alſo exempt the other (being the like Inters 
WW) from Relation Inharmonical, tho in appear- 
pee it be a 4th, and hath flat again harp ina 

oſs Reflection. 1 

By this you may perceive that Diſtances in - 
the Scale, are not always the ſame in Sound, 

Fhich they ſeem to the ſight. To illuſtrate this 
little further, we will add a Leſſer zd to the for- 
ber Lelſer 4th, which in appearance will make a 
ſer 6th; for ſo the Degrees in 1 the Scale will 
p ibit it in manner e 


6th. 
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af By r this 6th in ſight, is ſound 

1 {ni ignt, 1s no more in ſoun than | 


ple common 5th which we may demonſtrate by the 
F aale it ſelf: For, if we remove each Term a Semi- 


fer 4h þre lower (which muſt needs keep them ſtill at 
R exon he ſame diſtance) we ſhall find the 6th changed 
er Rete a 5th in ſight as well as ſound ; and the 


Leher 4th likewiſe changed into a Greater 34 as 
of Mu may ſee in this Exam le. 

o mor: Axp if we remove the 
is the ET latter three Notes again, 
e OTE and ſer them a Semitone 
4 bigher by adding a ſharp to 5 28 thus; that 
[hich in the firſt Inſtance 


vas D flat, is now become C =" 7005 | = 


'8 will 


-— 8/7 ; and likewiſe B flat now e 
29 hanged i into A ſharp. . 8 49 
Tuts removing of the Concords a Semitone 
4 Per or lower, as alſo the changing them into 
No . Keys 
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Keys which have no affinity with the Cardin Se. 
Key upon which the Air of the Myfic depeniMOR] 

5 eth 3. does many times cauſe an Untunablenel - {el 
in the Coxcords, as though our Strings were ot Fol 
of Tune when we play upon Inſtruments whit. an 
have fixed Stops or Frets : And this alſo happa Li 
amongſt the Keys of Harpfichords, and Organs ; MTR 
Reaſon whereof is, the inequality of Tones aud fv 
Semitones ; either of them having their M 8p, 


and Minor; which our common Scale doth m 
_ diſtinguiſh. And this has cauſed ſome to c 
plain againſt the Scale it ſelf, as though it we 
deſective. Concerning which, I will preſume n 
further than the delivering of my own Opinion 
to which purpoſe I muſt firſt ſay ſomething. 


lj 8. Of the Three SCAL ts of Music 


THE three Scales are theſe. 1. Scala D 
1 tonica. 2. Scala Cromatica. 3. Scala Emil 
monica, The Diatonick Scale, is that which ri: 
ro a 5th, by three Tones and a Semitone; all 
from thence to the 8th, by two Tones and one & 
mitone; which Sæmitone is denoted in both play 
95 Fa, as I ſhewed in the beginning of this Trajh 
tiſe. l 


EXAMPLE. 
3 4j. 


6 F. 25 ö Fa. T 


Tus is (in effect) the old Grecian Scale, con 

ſiting of. four Tetrachords or 4ths, extending 

4 double Odave; which Guido Aretinus, a Moni 
wow : 1. ; = 0 


7 1 
144 


Uſe of 1 Brscen 5 77 
St. Benedif?'s Order (about the Year of our 
ORD 960) changed into a form in which-it now 

; ſerting this Greek Letter I Gamma at the bot- 
m of it, to acknowledge from whence he had 
z and this (for its general Uſe) Is now called 
e common Scale of 7; 
IT i Chromatic Scale riſes to a bh: by 4 Time 
d five Semitones; and from thence proceeds t o 
bh, by five Semitones more. 2 


- . 


I 4. * & 4 Laff ; 6.44 
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ls. OME n may find Fault wth this Exaitt- 
of the Chromatick Scale, as being not the uſual 
ky of ſetting it down; but I thought it the beſt 


Wtznce I could give a Learner of it, as to its 


Ie in Practical Myfic; in which it is fo fre- 
tently mixed with the Diatonick Scale, that the 
bat and & ſbarp which formerly belong d to B 
bly, have now got the names of the Chromatick 
lens, by their frequent application to Notes in alt 
laces of the Scale; and the Mufic which moves 
quch in Semitones or Hal, Notes, is commonly £ 
led Chromatick Mufic. And from hence it is, 
at an Octave is divided into 12 Semitones, _. 
Tux Inharmonick Scale riſes gradually by Dei- 
or Quarter-Notes z of which 24 make up an 
1 and is ſo far out of uſe, that we ſcarce 
ow how to give an Example of it. Thoſe wha 
Idzavour i it, do ſet it down 1 in this manner. 


or 
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Hor, as to its uſe in Practical Muſic, I am y 
to ſeck ; for I da not conceive how a natural Vor p 
can Aſcend or Deſcend by ſuch Minute Degra dle! 


how Syncopes or Bindings with Diſcords (whiff the 
are the chief Ornaments of Compoſition) can n 
performed by Quarter-Notes. Or, how the Cali core 
cords (by them) can be removed from Key 
theſe Reaſons I am flow to believe that any go. 


| ſed by Quarter- Notes, although I hear ſome tiſhcei? 
mch it, „ - 3 


1 1 
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in Hapfchords and Oigaus; as alſo the placing yet 
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and hit them right in Tune. Neither do 1 bett 


ich 
Key, without much Trouble and Confuſion. es 


Muſic (eſpecially of many Parts) can be com F © 


xx one place there is, where I conceir{nrs, 


Quarter-Note might ſerve inſtead of a Semituhch 


d* 


which is, in the Binding Cadence of the Cfd 


"#5 


34, and that, commonly, is covered or drown for 


cirher by the il of the Voice or Shake of fOr 
Br r ſome do fancy, that as the Diatonick Se in 


e more elegant by a Mixture of the the 
matick; 1o ikewi it might be bettered by HMC 
of the Enbarmonick Scale, in ſuch Places wheſ ber 
thoſe; little Diſſonances do occur. In Se 
I do not deny but that the ſlitting of the Kehre 


a middle Het near the top of a Nutt of a Viol“ 
Theorbo, where the Space is wide, may be uſcti 
in ſome Caſes, for the ſweetning of ſuch Dil, 
nances as may happen in thoſe places; But 1 
not conceive that the Enharmonick Scale is the 
in concerned ; ſeeing thoſe Diſſonances are ſont 
| | an. 


y *1 


4 2 . . = 


Def Discox Ds. 7% +, WM 
nes more, ſometimes leſs, and ſeldom that any 
=== them do hit preciſely the Quarter of a Note. 
&c. No w, as to my Opinion concerning our com- 
en Scale of Muc; taking it with its mixture 
the Chromatick; I think it lies not in the wit 
Man to frame a better, as to all Intents and 
brpoſes for Praftical Mufic. And, as for thoſe 
tle Diſſonances (for ſo I call them, for want of 
better Word to expreſs them) the fault is not 

| the Scale, whoſe Office and Deſign is no more 

kn to denote the Diſtances of the Concords and 
Jordi, according to the Lines and Spaces of 
ich it doth conſiſt; and to ſhew by what De- 
es of Tones and Semitones a Voice may riſe or 
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o in Vocal Mufic thoſe Diſſonances are not 

; ceived, neither do they occur in Inſtruments TY 

ich have no Frets, as Violins and Wind Infiru- 9.0 

once!'Fnts, - where the Sound is modulated by the 1 
Semituſſhch of the Finger; but in ſuch only as have 

e Greaffgd Stops or Frets ; which, being placed and fit 

drow for the moſt uſual Keys in the Scale, ſeem out 

te of Order when we change to Keys leſs uſual; 
that (as I faid) doth happen by reaſon of 

nick Sci inequality of Tones and Semitones, eſpecially 

the che latte. . F 

d by CenekR NIN which, I ſhall (with Submiſſion 

es wheſ better Judgments) adventure to deliver, my 

n Senſe and Opinion. And though it belongs 
the Ke dre properly to the Mathematick Part of. Mu- 

lacing W yet (happily) a practical Explication thereof, 

a iv! Wy give ſome Satisfaction to a practical Muſi- 

be uſciln, when he ſhall-ſec and underſtand the Rea- 
ch Diſt : = DOTY Pm 5 5 . 18 \ 
But 19 ir ! + 1 7: ; he: | : AF 2 
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Lie divided in 2, 3, 4, 5, or more equal Part, 
We will ſuppoſe that Line to be the String of 


Nautt to the Bridge, into two equal Parts; ſio 


an Octave, if you compare it with the Sound fi 
the open String. Therefore is a Diapaſon aid i 


bet the Het [h] if rightly placed) compare the 


Parts! ; ſtop that Part next the Nutt (which w! 
be at the [f] Fre) and you have a 4th to th. 
open String. Therefore a 4th is ſaid to be 89 
 quitertia Proportion, as 3 is to 4 By theſe yo 
may conceive the reſt towards the Nutt, 


fo every middle one after another. 


neſs ok the Semitoness To which purpoſe . 


3s. of Greater and Leſer SEMITOXE 25. 


71 RS T, you muſt m * Wund hay 
their Proportions as well as Numbers. 
Ero SE Proportions may be explicated by 


Lute or Viol. Take which String you leaks 0 
it be true; but the ſmalleſt i is fitteſt for the Pub 
poſe. We 

'D1vip 2 che length of thar Diving. Freon the 


it in the middle, and you will hear the Sound 


be i in dupla Proportion to its Octave. 1 
Nxxr, divide the String into three equal Pars 
and ſtop that part next the Nutt (which wil 


Sound thereof with the open String, and yl 
will hear the difference to be a 5). Phenix 
is a 5th ſaid to be Seſquialtera Proportion; tha 
is, as 2 is to g. FP. | 

AGAIN, divide your String into four equal 


Ir you ask me concerning the other half , 
the String from the middle to the Bridge; th. 
middle of that half makes another Octave; 5 All 
reater 
0 wo 
Taz 


rate 


Ws will now come a little nearer to our bull 


muſt ride the Octave it ſelf into > equal Fad 


P Wirſt in the middle; which will fall upon the 

NES. Bert J Examine the Sound from [/] to (A]! 
Nshich is an Octave to the open String) and you 
S hay vill find it to be a 5eh. Try the other half which 
s towards the Nutt, and you will hear it is but a 
| Ne xr, divide that 5th which is from [f] to 
1] into equal Parts; and you will find that half 
hich is towards the Bridge, to be a Greater 3d, 
ind the other half to the Nutt-ward, to be a 

__ oo ON. 
| THEN divide that Greater 3d into two equal 
parts, and you will have a Greater and a Leſſer 

ſoze, Laſtly, divide the Greater Tone (which was 
hat half next the Bridge) into two equal Parts, 

nd you have a Greater and a Leſſer Semitone; the 
breater being always that half which is nearer to 
Br this you may perceive that all our Muſical 
btervals ariſe from the Diviſion of a Line or 
tring into equal Parts; and that thoſe equal 
arts do {till produce unequal Sounds. And this 
the very reaſon that we have Greater and Leſſer 

emitones.— = 5 VV 

TürRkUrox, is a Toue, or whole Note (as we 
trm it) divided into nine Particles, called Com- 
s; five of which are aſſigned to the Greater 
mitone; and four to the Leſs. The difference 
twixt them is called Axe len, which ſignifies 
cutting off. Some Authors call the Greater Se- 
tone, Apotome : that is (I ſuppoſe) becauſe it 
cludes the odd Comma which makes that Apo- 

e. Thus you ſee a Tone or Note divided into a 

reater and Leſſer Half ; but how to divide it in- 
two equal Halfs, I never ſee determin'd. 
Taz famous Kircher in his learned and ela- 
rate Murſurgia ener pag. 103, treating 
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A Compendium of Music. 
of the mathematick Part of Muc (which he 
handles more clearly and largely than any Author 
(I think) that ever wrote upon that Subject) doth. , © 
ſhew us the Type of a Tone cut in the middle, 
by dividing the middle Comma into two Schiſm 
But that Comma (being divided Arithmetically) 
will have its Greater and a Leſſer Half (as u 
Sound) as well as any greater Interval ſo divided. 
Tux neareſt Inſtance I can give you of a Sound 
parted in the middle, is an Octave divided into 
Tritone, and a Semidiapente ; either of them con. 
fiſting of ſix Semitones ; as I ſhewed pag. 68, and 
yet there is ſome little difference in their RatinV TU 
Qt ONE. ˙ = te 517 . 3 
I will give you yet a clearer Inſtance, by which 
you may ſee what different Sounds will arik 
from one Diviſion of a Line or String into equi 
Parts, to which purpoſe, divide that 5th whicjp"<** 
is from the Nutt to [] et, into two equal 
Parts, with a pair of Compaſles (the middle 
whereof will hit upon [d] Feet, if it be not placed 
with ſome abatement, for the reaſons before mer: 
_ tioned) and you will find, that the ſame wide 
neſs of the Compaſs which divided the 5th in the 
middle, and ſo made a Greater and a Leſſer 34d; the 
ſame wideneſs (I fay) applied from [ %] towards 
the Bridge, will, in the firſt Place from | þ ] pr 
duce a 4th, in the next place a 5th, and in the neu 
after that, an 87%, according to this Line: 


en | Eighth. | Jas h 
EE Sr bw aw i, ann 


5 Bur ſeeing you cannot conveniently hear the 104. 
Sound of that 8th, it being ſo near the Bridge; riſir 
take the wideneſs of the 5th from the Nutt to I to t 

7) and you will find that the ſame wide the 
N which! 
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ich hehich makes a 5, doth make an 8th, in » the next E 
Luthor lace a it en to this Line: 


t) doth. . 


. 8 © DENY 


Schiſm: * 1 
tically) 5 you 8 to try theſe . upon hs - | 
(as toffreble String of a Baſi-I/701, vou Will have a Pro- ; N 


vided, 


Sound? 


into 
m con- 
8, and 


Ratiun 


Which 
1 arik 
equi 
Which 
equal 
middle 
placed 
e men 
wider 
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d; the 
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] pro- 


e next | 

lbs Greater and Leſſer 3d, and the placing of theſe 
which determine whether the Key be flat or ſharp, 
as hath been ſhewed. We will ſuppoſe the Key to 


P 


ar the 
Fridge 3 
Mutt to 
denels 
Which 


duction of theſe Sounds. 
c Erft Line, 5 


3 Second Line 


this which hath been 


10. Where theſe Greater and Leſſer SE MI 


TONES ariſe in the Scale of Music. 


Tu 18 depends upon the Key in which a Song | 


is ſet; and upon the diviſion of its 5th into 


be in G. 


- The Diatonich Scale hath only two piussst in each 
One is in 


Octave, in which a Semitone takes place. 
riſing to the 5%; the other in riſing from rhence 


tothe 8% And theſe two Places are known by 


the Note Fa; as former! ly ſhewed. "PINE __ 
2 Oun 8 


bm 
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* . ESTES ; 
4 * „ _ f 
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En 


By 1 you may perceive 4 every equal dis 7 
viſion of a Line or String, doth ſtill produce a 
preater Interval of Sound, as it approaches nearer. 
to the Bridge: And by 
ewed ; I ſuppoſe you ſee not only the reaſon, 
but neceſſity of Greater and Leſſer Semitones. Our 
out buſineſs 1 is to examine. 
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Sounds denoted by Fu, are always the Leſſer Semi. 
tone from that degree which is next under them! 
So that from 4 to B flat, is a Leſſer Semitone; and 


ference of the Leſſer and Greater 3d) is (or ought. 
to be) always the Greater Semitone. The like maj 
be underſtood of the higher . 


Semitone from A to B flat, and the Leſſer betwix 
B flat and B ſharp ; but I adhere to the other O. 
Pinion, as the more rational to my underſtand 


| Chromatick ; according to the Example I gave yvi 
of it. In which the Greater and Leſſer Hal- Nm 
do follow each other ſucceſſively, as ſhall be her 
| denoted by two Letters; 1 for Leſſer, and g for 
am. M LT. 3x. - i 


the Greater in the places of the Leſſer ; which 


Jonances, which occaſion'd this Diſcourſe. 


the Scale. 
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betwixt B flat and B ſharp (which makes the diff 


1 éknow that ſome Authors do place the Greats 


m oa or ae 05 


ing. 


By this you ſee where Greater and Leſſer Kn. 
tones take place in the Diatonick Scale. We vil 


now caſt our Eye upon them as they riſe in te 


Sa tid. ci ie Ls; 
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. Now, if we ſhould remove this Example a Se 
mitone higher or lower; the Leſſer Semitones would 
fall in the places of the Greater; and contrarily, if 
tranſpoſition, is the chief cauſe of thoſe little Di 


Your beſt way to avoid them, is, to ſet your 
ufc in the uſual and moſt natural Keys of 
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i What is meant by FiGuUukATE DE- 8 
; — SCANT: > LE 5 


WGURATE Deſcant is that wherein Diſcords 5 
are concerned as well as Concord. And, as i 
Wie termed Plain Deſcant (in which was . 
| taught the Uſe of the Concords) The Ground F 
Wk or Grammar of Mufical Compoſition, ſo may 'k 
© properly nominate This, the Ornament or 1 
kietorical Part of Muſic. For in this, are intro- 'Þ 
uced all the Varieties of Points, Fuges, Syncopes : my 
© Bindings, Diverſities of Meaſures, Intermixtures 
| diſcording Sounds; or what elſe Art and = 
Fancy can exhibit ; which, as different Flowers } 
nd Figures, do ſet forth and adorn the Compop- 
n; whence it is named Melotheſa florida vel 
wrate, Florid or Figurate Deſcant, Oy 
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: d 2. Of the Greek Moop 8, and Latin ToN Es 


DEFORE we treat of Figurate Deſcant, I mu 
h not - omit to ſay ſomething concerning the 
Moods or Tones. Not ſo much for any great Ui, 
We have of them, as to let you know what is 
meant by them; and that I might not appear fin 
_ gular ; for you ſhall ſcarce meet with any Au. 
thor that has writ of Myfic, but you will rea 
| ſomething concerning them 
Tur Moods we mention'd in the firſt Part d 


g Meaſure of Time. Theſe are concerning Tune. 
Tuar which the Grecians called Mode or Mid 
the Latins termed Tone or Tune; The Deſign o 
either was, to ſhew in what Key a Song was {et 
and which Keys had affinity one with another. 
The Greeks diſtinguiſhed their Moods by the name 
of their Provinces ; as Dorick, Lidian, Jonick Phi 


which they did apply their Deſcant. 


 Tarse Pain Songs did ſeldom exceed the Con- 
paſs of fix Notes or Degrees of Sound; and there 
tore were Ut and Re (as I ſuppoſe) applied to ti 


two loweſt, that each Degree might have a ſeveral 


appellation 3 otherwiſe, four names, as now vi 
ule, viz, Mi, Fa, Sol, Ia, had been both mort 
ealie, and more ſuitable to the ancient Scale, 


which conſiſted of Tetrachords or 4ths, two ol 
which made up the Compaſs of an Ofave, 
Fu ou theſe fix Notes, Ut, Re, Mi, Fa, Sol, La, 
did ariſe three Properties of Singing ; which the 
named B Qnarre, B Mille, and Properchant or Ni 
tural B Quarie, was when they Sung Mi iu B; _ 
| | ? | f 


cf bei 


and ſet 


if 
tknowle 
Song be 
and tha 
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the Ke 


this Treatiſe, were in reference to Notes, and 


ſet ſome 
when tl 
their 1 
Notes 

at or [ 


TRE. 


[fon 3 
depend 
its 5th 
ſtood 1 
monica 
the 5th 
Arithn 
gi an, &c. The Latins reduced theirs to eig 
plain Song Tunes; and thoſe were ſer in the 7 
or; fo called, becauſe it was the Holding Part uw 


Mx 
duitioy 
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cif being then made of a ſquare Form thus, 1 


VES J and ſet at the beginning of the Lines, as we now 
ſet ſome one of the other three Cliff. 


far or ſharp. Bur in our modern Muſic, we ac- 


rexWand that determin'd (not by B's flat or ſharp, but) 


by the Greater or Leſſer 3d being joined next to 


rt a the Key in which any Song is ſet. 
and? Tusk Moods or Tones had yet another diftin- 


ne. dion; and that was Authentick or Plagal. This 


Mad depended upon the dividing of the Ofave into 
zn ofwlits 5th and 4th. Aut hentick was when the 5: 
s {cr Mſtood in the lower Place, according to the Har- 


ther monical diviſion of an Ofave, Plagal, was when 
amel the 5th poſſeſt the upper Place, according to the 


H Krithmetical diviſion thereof. 
rt u © Avthentick. Pagel. 


: ————— — — — 2 — —— : — ũ — — u — — . — 
1— K—2 8 rr — 
N ——— ——— — — — — I nem —— — 
g — 0 — ———— 08 — 5 — DO — — — 0 © , 


Hlarmonical. 


| Moods or Toues, concerning their uſe, their num- 
yet the buſineſs left imperfe& or obſcure, as to 
of the Muſic, though one of the greateſt concerns 


of Mufical Compoſition. 
Mx. Morley (upon this Subject) in his Intro- 


G 4 . In. 


B Molle was 
must when they Sung Fa in B. Properchant was when 
the their Ut was applied to Os ſo that their by. 
LNMotes did not reach ſo high as to touch E either 


Ilnowledge no ſuch thing as Properchant; every 
Jong being of its own nature, either flat or ſharp ; 


OP Is Mie — o a 2 . 2 —— ; — * 4 FO 
4 N JE. * L , 44k g ” x . Bond £2 
y * * 2 wc. — mt yy - 

4 — — >a et ” DAT CO - 5 
. 7 29 ͤ„ - 2 


ber, nature and affinity one with another; and 


any certain Rule for regulating the Key and Air 


duftion to Muſic, pag. 147, his Scholar making this 
Quærie, Have you 10 general Rule to be given for an 
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het (faith he) the Church Men for keeping of thai 
Keys have deviſed certain Notes commonly called: 
eight Tunes, &c. of which he only gives Example 


could give no certain Rule, ſo long as they tod 
their fight from the Tenor; in which caſe it mull 
of neceſſity be left to the Judgment of the Conf 
poſer or Singer of Deſcant, what Baſs he will ade; 


as you Will ſee hereafter, yet the whole conduy 
of the Compoſition, as to the Key and middiÞir h- 
Cloſes thereto belonging is the very ſame, andWth th 
therefore to be obſerved, according to what vi 
en,, = 


any thing that belongs to Mufic : To which 
purpoſe” I have contriv'd this little Table; col 
lected out of ſuch Authors as number 12 Touſſſh {Gt 
or Tunes an- Authentick., | — Dlagal. k Wh 
| {werable ta 5 I Dorick ty * po- Doric 


THE 

Mufic 
D ned. | 
uthenti 
I, 3, 
mes of 
lews tl 
in Nu! 
plumn 


Inſtruction for keeping of the Key? anſwers, No; j« 
it muſt proceed only of the Judgment of the Compoſer 


and fo leaves the buſineſs. And no marvel thy 


ply unto it. But, according to the Method fa Wn E 
merly deliver'd in this Treatiſe, where we maltþm h: 


the Baſs the Foundation of the Harmony, upoiſ auſe 


which the Rey ſolely depends; as alſo the ortyfſÞbwbei 


Keys which have affinity therewith, the buſineſſch i 
is reduced to a certainty of Rule, both plain ani rum: 
eaſie (See Pag. 34, Concerning the Key or Tone Bur, 

And though in Figurate Deſcant we often haus thi 
| Occaſion to apply under Notes to an upper Parſects 


ly c. 


Ake t 
I give you this brief account of the Moods and con 
Tenes, that you might not be wholly ignorant «Þ 


* 


t ſo 


TP 1 


the Grecian E P ee een - ta 
Mods; wiz. P g}Lydian |} 6 Hypo-Lydian | 5 60 
{1x Authen- 'G / Mixolydiau 8 Hype-Mixolydias 38 
tick, and ſix A gf Zeolian 5 10 Hypo-ZEolian 2 

Plagati, , "7 t 1/onick - 12 Hypo-ſonick. 3 Str 


Tu 


npoſer Muſic, to which thoſe Tones and Mods are aſ- 
F thiffpned. The ſecond expreſſes the Order of the 
led i haebentick Tones; known by their odd Numbers; | 
mple 1, 3, 5» &c. The third Column contains the 


| themes of the Grecian Authentick Moods. The fourth 
y tooſſſews the Plagal Tones; known always by their e- 
t mu Numbers; as 2, 4, 6, Oc. The laſt or fifth 
> Confblumn contains the names of the Grecian Plagal 


ill bod; diſtinguiſhed by the Particle Hypo. 


dd fa WnzRE you may obſerve that B mi, is exempt 
mam having any Tone or Mood aſſigned to it; 
uporii cauſe F ja doth make an Inperſect 5th thereto. 

: oriaÞpwbeit, B fa is become a Key or Tune now 

uch in uſe, eſpecially in Muſi c compoſed ſor 


uſinelſh 

in an{8ſtruments. 

Tone Bor, wheroas we read W ſtrange and marvel- 

has things of the various affect ions and different 
Parſhects of the Grecian Moods; we may very pro- 

,nduiſ 


„ andth them; which, we find by experience, doth 
at vi Ake that vaſt difference betwixt Light and 


ls nk nc f conſequently the ſame Mood or Tone. 
ant qq 

which 
col 
Jom 1G RA TE Deſcaut (as I told you) is 55 
uherein Diſcords are concerned as well (though 
r fo much) as Concords, You have already 
Fen taught the Uſe of both in Compoſition ; and 
eſe are the two Materials which muſt ſerve 


j . 2 
To give you Models at large, of all thoſe ſeve- 
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ian 


not 


Erautaire DESCANT. 8g 
Vo; Tun firſt Column ſhews the Keys in the Scale 
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ora, oe 
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ly conjecture that it proceeded chiefly from 
niddiftir having Moods of different Meaſure joined 


rave Muſic; though both ſer in the ſame Key, 


u for the railing of all Sructures in Figurate 


Structures, were to write a great Volume, 
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= x Compendium of Mvus1c. 
not a Compendium. It will be ſufficient that I le degrees 
you ſee the Form of Figurate Deſcant ; and that move « 
give you ſome ſhort Examples of ſuch things athe oth 
f moſt concern; with Inſtructions (fo near a Diſcord 
as I can) for their Contrivance. We will beginfſhewed 
with ſetting a Baſs to a Treble, as we formeriyWreſt 1 
did with making a Treble to a Baſs ered 
84. How to ſet a Bass to a TrEBLE one 7, 
IN this you muſt reckon your Concords fron 33 
I the Treble downward, as in the other you dd Vote. 
from the Baſs upward ; which is but the ſan x? 
thing in effect; for, a 3d, 5th, 6th, and 8th af 
ſtill the ſame, whether you reckon them upward 
— ⅛ͤ ( 
Bu x, whereas in plain Counterpoint, I did ord 
the Baſs to move on, for the moſt Part by leaps 
of a 3, 4, 5, ©c. (which indeed is the moſt prov 
per movement of the Baſs in that kind of Con 
poſition) here you muſt know, that in Figura 
Deſcant, thoſe Leaps are frequently changed of 
broken into Degrees; as you may eaſily conceie 
JJ 


3 Lore EST 
— a 2269 8 
5g —— | a Bf 4 "mw 


| you ce 
tating 
| ſuch p 
other 
about 


|lity) : 


Ap therefore it is left to your liberty to uk 
either the one or the other, as occaſion ſhall r- 
gquire. Only take Notice that if in theſe Brea 
_ ings) the Parts do aſcend or deſcend together 30 

0 . 
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the other falling) you have liberty to paſs through 


E. None Imperfef? Corcord to another; as from a 3d 


to a 6th, or the contrary. The like may be un- 
frong derſtood of the Treble, when the Baſs holds out 
VVV 
aa 

th at 
ward 


EXAMPLE. 
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orderif 
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Dou can uſe ſome formality in your Baſs, by imi- 
1 [tating and anſwering the Notes of the Treble in 
ſuch places as will admit it. 


Wuax will now ſuppoſe a Treble made by ſome 


lity) and given to have a Baſs ſer to it, 


degrees, it muſt be either in 3ds or Gh If they 
move contrary by degrees (that is one riſing, 
Diſcords as well as Concords, according to what 1 
ewed of Diſcords Note againſt Note. For the 
jeſt I refer you to the Principles formerly deli- 
vered in Compoſition of two Parts. And if your 
Treble do chance to hold out any long Note, you 
may let the Baſs during the time, paſs on from 
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ALso your Compoſition will be more neat, if 


other Perſon, as indeed, this was, which I am 
about to Prick down (made by a Perſon of Qua- 
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Example ah a Bass made to TREBITꝝB. ping | 
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ee 


ſeeſſary for ſerting a Baſs to a Treble. | 
SAND by 


ſcant, is from that of plain Counterpoint : For, 


That, the natural Paſſage of the Treble is, for 


= moſt part by Degrees, in this, you may uſe 


Elf 3. How Pours pa tro) one enter 


AA GAIN, in Counterpoint, - each Part does ordi- 
[EA narily move within its own Sphere. In Fi- 
rate Deſcant, the Parts do frequently mix and 

: as through one another; inſomuch, that if there 


* 0 two Trebles, you ſhall have ſometimes This, 


* 
* 2 


-—-bmetimes That, above or below, as you ſee in 


following Inſtances. 
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Hex you ſee the Baſs ſtill anſwering and imi- 

Lk. ating the Treble (ſo near as the Rules of Compo- 
ion do permit) ſometimes in the Octave, as you 

e in moſt Part of the firſt Strain; and ſome- 

mes in other Diſtances, as you may obſerve in 

e beginning of the ſecond Strain; but ill keep- 

g cloſe to the Rules of Compoſition, which muſt 

& chiefly obſerved. This is as much as I think 


this you may perceive how different 


he Form and Movement of the Parts in Figurate 


=" {caps you pleats, othey be air and formal, = 
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94 4 Compendium Music. 
Tux like may be underſtood of the inner Parts 
or of the Baſſes, when the Compoſition is deſigned 
for two. Howbeit the higheſt Part for the tim; 
being, is ſtill to be accounted the Treble; and the 
| loweſt Part, whatever it be, is (during that time) 
the Baſs to all the Parts that ſtand above it. 
LusrrTr, whereas in Counterpoint I commende( 
unto you the joyning of your upper Parts ſo cloſ 
together, that no other Part could be put ina 
mongſt them; in Figurate Muſic (eſpecially fy 
Inſtruments) that Rule is not fo ſtrictly obſer: 
ved; but cach Part doth commonly move accort: 
ing to the Compaſs of the Voice or Inſtrumem 
for which it is intended. But the Principles i 
Compoſition, as the chooſing, ordering and placing 
of the Concords, are the very ſame we delivered! 
plain Counterpoint; that is to ſay, in two or thre 
Parts you are to avoid 87, except in ſuch plac 
as there mentioned : In four or more Parts, yo 
are to diſpoſe thoſe Parts into ſeveral Concord, is 
much as you can with convenience. 
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§6. Concerning the ConsEcuUTION of Per 
fects of the ſame kind ; and of other Di 
allowances in COMPOSITION. | 


[| Told you (pag. 32) that Perfects of the ſam 
L kind, as two 5ths or two 8ths riſing or fallin 
together, were not allowed in Compoſition. All 
(pag. 33, 34) I ſhewed ſome other Paſſages, prob. 
bited in few (that is to ſay, in two, or three) Parts 
Here I will give you the Reaſon why ſuch Paſii 
ges are not graceful in Maſic. And firſt concert 
ing the Conſecution of 5ths and 8b. 
Tuxsg two are called Perfef? Concords ; not on 
becauſe their Sound is more perfect (or mo! 
1 | Pet 


pected in place thereof ſome other Concord. 
Tunis Reaſon againſt the Conſecution of 5ths 


b the other Diſallowances ; which, upon due 
{amination, we ſhall find to ariſe from the very 
Ine conſequence. „ Ooh 


* 


* 


ther in an 8th or in a 5% (by theſe I alſo mean 


e ſame way. Thirdly, that every Leap in Mu- 
c doth imply a Tranſition by degrees, from the 
"mer to the latter Note, by which the Leap is 
med. Laſtly, that thoſe implicit Degrees (by 


ways produce a Conſecution of two (if not more) 
criects of the ſame kind, 


- 


FIGURATE DESCANT. 95 
xrſeRly fixed) than that of the other Conſonants 
Which arc ſubordinate to them; but alſo, becauſe. 
hey ariſe from the firſt two Proportions that are 
ound in Numbers, viz. an 8th from Dupla, and 
5th from Seſquialtera, as I ſhewed pag. 79, and 80. 
Now, as to the Diſallowance of their follow- 
ng one another of the ſame kind; you may ob- 
rye, that our Senſes are ſtill delighted with Va- 
jety; as we may inſtance in this: Suppoſe an 
xcellent Diſh of Meat, prepared with greateſt in- 
Nuſtry to pleaſe the Taſt, were ſet before us to ſeed 
n; would it not be more acceptable to have ſome 
ariety after it, than to have the ſame over again? 
he very ſame it is in Sounds preſented to our 
ar; for, no Man that hath Skill in Mufic, can 
ear two perſe& 5ths or two 8ths between the ſame 
Warts, riſing or falling together, but his Ear will 
e diſpleaſed with the latter of them; becauſe he 


nd 8ths being admitted, we will now proceed 


Fon the better underſtanding of this; you mult 
now, Firſt, that every Diſallowance doth end 


heir Offaves) Secondly, that a Diſallowance is 
ommouly generated by both the Parts moving 


kaſon of both Parts moving the ſame way) do 
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59 e Compendium of Music. 
Jo render this more clear, we will take ſo 
of thoſe Paſſages not allowed in pag. 34, a 
break the Leaps into Degrees, according to u 
T ſhewed, pag. 51, 52, Of breaking a Note, as k 

ſee in the following BASE: Xt ] 


313-4: 


22 2 8 


"he this you ſee, that if both the Poms move iſ 
lame way, one of them by a Degree, the oth 
by a Leap; that Leap (I tay) being broken in 
Degrees, begets a Conſecution of two Perfects 
the ſame kind; and where both Parts Leap tl 
ſame way, if you break thoſe Leaps into Degree 
there will wil from thoſe Degrees, Three of th 
| ſame Perſects. And this implicit Conſecution | 
8ths, and 5ths ariſing from thoſe Degrees, is thi: 
which renders ſuch Paſſages leſs pleaſing to tif 
Ear, and are thereupon named Diſalowances. 
| Tars which I have ſhewed may ſerve for yo 
underſtanding of the reſt; 6 for they are all of t! 


fame nature, excepting ne, Which Mr. Mor: 
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ud: others call hitting an 8th on the Wk * 
4, aſuce ; that is, When an upper Part, = 
to whiſmeeting the Baſs upon an 8th, doth 75 


Nip up from thence into ſome other © 8 
Perfect Concord, thus = 
Bur whereas I told you, and have 2 
hewed, that a Diſallwancè is common- © 


kcept that which I ſhewed in the firſt Inſtance of 


” e late Example, where the Treble falls by a Dc- 


gree, from a 6th to an 8th, or (perhaps) where 


Fere ſet on purpoſe) to meet the Treble in a 5th, 


31 pgcther. But if the Treble or upper Part do 


me way) you may conclude it a Diſalbwance. 


ove ti n at you may compare them by your Eye and 


e otiffMar ; and fo you will better perceive what 1 is, 


en ind what is not allowed. 


tects 

eap tl EXAMPLE. 

wary Paſſages into the th. Oo into the 1 
eee . b Some - any 1 12 1 — 1 1— "Jo 

tion 0 8 # 46A þ = 4153-15- 4 B 

3333 

Bay ul * Gooab Bad. Good. Bad. Good. Bad. Good. Bad. 75 


s. 


or yo 232 $5-[4- 
| of th 2 EC 


all 


generated by both Parts moving the ſame way; * 
ou muſt know, that all Paſſages of that ſort, are 
not Diſalbwances; for, you will hardly find a Diſ- 
— 9 Wowarce where the Treble moves but one Degree; 


pe Baſs ſhall make an extravagant Leap (as it 


e 7... * 0. 
S SS > Hog ore IRE ce FB Cre 3 rg 


r 8th. In any other way, I do not ſee how a 
Diſallrwance can occur, Whilſt the Treble removes 
ut one Degree, though both Parts riſe or fall 
ip, whilſt the Baſs removes but one Degree (the 


I will give you Examples of both theſe Ways, 
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Ix you try the Sound of theſe two Ways wit 


an Inſtrument, you will perceive that thoſe Paſ 
ſages wherein the Treble removes but one Degre: 


the Treble doth Leap, the Paſſage is not ſo ple 
— ! ĩͤ 
Fur Reaſon whereof (as I conceive) is, bt 


cauſe Leaps are the proper Movements of the Buſ 


and Degrees more natural to the Treble part, as 
formerly deliver d in Plain Counterpoint : And ther 
fore, ſo long as both Parts proceed in their natun 
Movements (the Baſs by Leaps and the Treble“ 


Degrees) the Conſecution is not ſo preceptible, 0 


which is proper and natnral cannot be diſpleaſing 


though, in the higheſt Part, it ſelf, they woll 


not be allowable: And therefore when your 74 


or higheſt Part ſhall make a Leap (which is ft: 


quent in Figurate Deſcaut) your chief Care mul 
be, that the ſaid Treble or higheſt Part (compare 
with the Baſs) be not guilty of any Diſallowan 
of which there can be no danger, if the Leap 


made into Imperfe& Concord. „ 
 Trar you may better remember them, me 


Diſallowances may be referred to theſe two HcadÞ 


J. When the higher Part skips to a 5th, or 80 


whilſt the Baſs removes but one Degree. 2. Wh 

both Parts Skip the ſame way into a 5th, or $th 
And this is as much as I think neceſſary concetl 
ing Diſallwance. | 


I 


7. ( 


are ſmooth and natural; but in the other whe 
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erfect 
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cauſe it gives no Offence to the Ear; for thi 1 x 
But if you diſorder this natural Movement, | 1 
making the Baſs to move by a Degree, and the Tip A8 


ble to Leap the ſame way into a Perfect Concord, tif oeth 


Conſecution thereof preſently begets a Diſallowane 0c. . 
_ Lasrtiy, take Notice, that moſt of thoſe Pail... 
ges we call Diſalowance, may be tollerated in t 


Tenor or 2d Treble (being covered by a higher Park 


1xt 
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0 Pur 7 Concerning the Constc U T ION ” 
Jegree 4ths and 5ths. 


Where 
> Plevſ mt ſhewed you < pag. 74) 00 different 

„, viz. a Leſſer, a Greater, and a Middle ath, 

IS, beſhamed Diateſſaron, which for Diſtin&ion, I call a 
e Baherfect 415, becauſe it ariſes from the perfect di- 
t, 3 Miding of an Ofave into its 4th and 5th, as well 
| ther ccording to the Arithmetical as the Harmonical Di- 
natugg fon thereof. 8 
reble iff Tugsk 4ths are ſo neceſſary (or rather Wai 
le, ble) in Compoſition, that you ſhall ſcarcely ſec 


or thi t vo, three, or more Parts joined to any Faß, 


eaſigut there will frequently be one of them be- 
nt, Nyrixt ſome two of the upper Parts. 

che 7 Acain, three Parts cannot aſcend or Deſcend 
ord, til boether by Degrees in Muſical Concordance, but 
| (t, 

wantBtere muſt (of neceſſity) be a Conſccution of ſo 

> FalWany 42% betwixt the two upper Parts. 

in ui N o w, if that Conſecution conſiſt of different 
r Pane mixed one with another, it is very good : 
' woulYue if the aths be of the ſame kind, the C onſecution 

r Trel not ſo allowable. The Reaſon thereof i is, that 

is fre, og the reaſemblances or reaſonances of 52hs, 

e mul y be ſcen in This ; that if you tranſpoſe 

mpar'he 1 2 which exhibit thoſe aths, by placing 

o wanne lower an Ofave higher, or ſetting the higher 

cap Mn Octave lower, thoſe 4ths will be changed into 


2 e may. {ce in the following Inſtances. | 
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the firſt Inſtance; which being placed an Ol 
higher, and ſo made the Treble or higheſt Pa 


Tue Queſtion now is, whether theſe three 51 


Here is no Conſecution of Perfects of the ſam 


Perfect and an Imperfect 5%, to follow immed 
ately one the other; yet later Authors, as we 


dilicent! 
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Three 4ths betwixt the | Three 5ths bet wirt 

2 Treble and Tenor, the 1 Treble and Tenor, 


Tu Notes tranſpoſed are thoſe of the Tenor i 


in the ſecond Inſtance, begets three 5ths, inſtealf 
of the former three 4ths. „ = 


being of different kinds, be not allowed in Conf 
poſition (if they be allowed, there is leſs doubt < 
be made of the 4ths, they being alſo different 


kind; for the middle 5th is Imperfe& : Neithe 
is there any harſhnefs or diſſonance offered to th 


Ear, ſo near as I can perceive, And though Mr 


Morley (in his Introduction, pag 75) with other pri 
ciſe Compoſers of former times, did not allow. 


Writers as Compoſers, do both uſc and approve! 
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Kinber, in his Murſurgia Univerſalis, pag. 621, 


— — | 2 Example i is this which follows. 


Hop 


1-82. 


ſe —.— 


Ola 
>{t Par 


inſtea Ic Elegances of Figurate Deſcant. 


ree 5tl 


a Con mes alſo Minums, I ſhould then rather chooſe to 
oubt tÞyve the Perfect 5th to hold on, till the other Part 


** move to a 6th, before it change to an Imperſect 5th, 
e ſa 

Neithe A, fr EXAMPL E. 

| to thi} Not thus, but thus, or thus, 


gh Mi 252 — oval 
1er pie 2 EEC 5 
allow! f 


mmedi 


di 


Mentis durum Quintarum; where he cites Hieronn:- 
— 1s Kapſperger, à very excellent Author, uſing 
o 5ths one after another, in divers places of a 
— 4 el, with much Art and Elegancy; and in 

e very beginning of the ſame, makes no ſcruple 
TIF ſetting four 5ths Perfef? and Imperfect one after 
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Tenor As for my own Opinion: I do not only allow 
he Conſecution of two 5ths, one of them being Im. 
ect, but (being rightly taken) eſteem it amongſt 


| 
x 
an 
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bt it the Notes be long, as Semibreves, and ſome- 
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$8. Conszeurion of 305 and 6thþ "2 
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1 T Greater 3s can hardly follow one the ut i 

ther, without Relation ſuharmonical ; yer b er 

ring by Degrees to goes Leſeer. 

2 Binding Cadence =] rs B No 
they are allowable, ED 22 2 

. f 

In which an In —— 1 | He 
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ner Part will pro- 5 r. 
perly come in, as Fo — . —5=:$©:Þ}to a1 
you ſec in the Ex- #3 8 Nance: 
„„ a 
- "ABD; by this you & 
| may perceive that — 6 
Relation Iaharmonical is ſometimes diſpenſed wis- 
which muſt be referred (next after the Ear) to tl — 
Judgment of the Compoſer. 1 


\T wo Leſſer zd. may on one anorher 3 


Degrees, as tlus. l E52 
ut» eee eee BU 1 in Leaps " | 
—-&xnoao ; 

=== will not do ſo well. 1 
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GREATER Gths are anſwerable to Leſſer 24s, an —— 
therefore may follow one another, as you may {| 8— 
next following. leg doe 
n | L!sskx 'Gths arb lile in m 

= = 7 ture to Greater 3 ds, and then H. 

* fore the Conferution of the! onnec 
Ita is liable to Relation Ibm afling 
Ei = ='R 51 ö | nicul. | | 75 | femoye 
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Tavs. you have a ſhort. Account how 36s av lower 


9151 any tollow one angther When rhey are 7 


r — — — 


8 


Len 


mY 
gde done with the leaſt remove. 


-—-& HeNxcE it is obſerved, that the Leſſer 6th paſſes 
hore naturally into a 5th, and the Greater 6th - 
ro an 87), as you ſhall ſee in the following In- 


ſtances. 
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| Leher 6th. OO Greater Gth. 


ther | 


s th; 
== 5 adence of the Greater 6th, 
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removes, would oſten ſeem disjoynted. 
Iwill now ſpeak of a Fuge; which is the prime 
E lower i in Ferna Deſeant. 
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ume kind. As for their change from Greater or 
6th FA or the contrary, it is ſo natural, that you 
Nuannot Aſcend or Deſcend, either in 3ds or 6ths, 
ut it mult 'be by a frequent changing from the 
eſſer to the Greater, or from the Greater to the 


Now, as to cher Paſſages i into other ob 1 
e moſt natural is only” that which may | 
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Tusk little removes by a Tone or 30 8 d0 
onnect or make ſmooth the Air of the Muſic, in 
affing from Concord to Concord ; which, by greater 
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Tus is Lone Point (as we term it) in Maj 35 
Notes; begun by ſome one ſingle Part, and then 
| ſeconded by a following Part, repeating the ſame . 

or ſuch like Notes; ſometimes in the Uniſon d 


or 5th, above or below the leading Part. 

; fame Notes, commonly in an Oftave or Uniſon u 
to the ſecond. 
N conſiſt of ſo many) do follow or come in after the 


| ſame manner, one after the other; the leading 7 


N Ferm of it you have in the following . 


65. Of Fuca or ven. 


conſiſting of 4, 5, 6, or any other number of 


Octave, but more commonly and better in a 4 
Nur comes in a third Part, repeating th: b. 


the leading Part. 
Turx follows the fourth Part, in reſemblane 


Tur fifth, and irh part (if the Compoſt tion 


Parts ſtill flying before thoſe that follow ; ; and 
from thence it hath its name Fuga or Fuge. Ile 


Example of a Fo GE, 
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lowing Part may come in upon an odd Note ; 


equire it, or permit it, 3 
ILewiss take Notice, that you are not ſo 
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Hz you may obſerve, that though the lead- _ 
Ing Part begins with an even Note, yet any fol- 


ith an odd Reſt before it, when the Fuge doth 


i&ly obliged to. imitate the Notes of the leading 
| | NOS... | | Part, 
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Part, but that you may uſe a longer Noe inſtead 
| of a ſhorter or the contrary, when Occaſion ſhalj 
require. Alſo, you may riſe or fall a 4th, or 57 

either inſtead of the other ; ; Which 1s oftentimes 
_ requiſite for better * the Air of the 
Muſic. e 


0 10. 07 AksIx & 1 


> Omctimes the Point is Inverted, or moves pe 


Arfin & Theſin (as they phraſe it) that is 


Where the Points riſes in one Part, it falls in ang: 


ther, and likewiſe the contrary; which produces 
a pleaſing Variety: A Figure of it you may lee 


in this OY of the former Point. 
IA 


Len, * 
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Theſin. 


3 wks , eee e 


Anſen. 


An Example of i it you have i in that aha fol 
lows. 


Example of a F vox per Arlin oy Theſin. 
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Arſin. 


Tuus you ſee the point per Arſin & Thefin, fo 


near as 7 could contrive it in ſo ſhort an Ex- 
ample; only in the 7th Bar, the Tenor doth not 


pregiſely expreſs the Point, which I note unto 
vou 
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vou, as being better (of the two) to injurc 
the Point, than the Air of the Muſic; the de- 
ſign of a Compoſer being to pleaſe the Ear, na- 
ther than to ſatisfie the Eye. Here the Point was 
expreſt both ways in each Part; but it is left o 
your liberty, whether you will have one Pan] 
maintain rhe Point per Arfin, another per Theſu Þ 

or what other way you ſhall think fit to mix 
them; every Man being maſter of his own Fancy. 


SonkrinEs the Point is Reverted, or turned] 


m 


** 
* 


Reverted. 


verted. 


Q 11. Of Double FuGts. 


8 the Mufic begins with two or more] 

PI different Points, which the Parts do inter- 
change by turns, in ſuch manner as they did in] 
the late inverted Fuge per Arfin & Theſin: An 


Example whereof you have as follows, 


Bur then it 


8 — + .zz muſt be ſuch 2 
= ==: = Point as hath no 
— I Prick-note in it; 

becauſe the Prick 

1 will ſtand upon 
| the wrong ſide of 
the Note wha} 
the Point is Re- 
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nur Exanple 18 two Points | moving FO 7 in F UG *. 
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· * By theſe 1 you ſce has a Fuge is. I % 
ll now lead you towards the forming thereof, 
s Children are led when they learn to go. -————_— 
8 12. Hou | 5th 


0 follow next ; and whether in a 4th or ji . 
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| 0 12. How to form 4 F vk. 


TAVING wade choice of ach Notes a8 50 

l think fit for your Point, Prick them doy 
in that Part Which 2 deſign o begin youll 
| Fuge. e a 
Tuar done, conſider which Part you will hu f 


E 


above or below the leading Part. Perhaps thi 
latter end of the Fuge-Notes which you have Prici 
down, may agree therewith. If not, you mat 
add ſuch other Mies as may aptly meet the jo = 
N lowing Part at its coming in. B 
Nxxr, prick down the Fuge - Notes of that 1 | 
: towing Part; and add what other Notes may by: 
_ requiſite for meeting of the third Part, whidſ 
(properly) will come in upon the Octave to i 
beginning of the leading Part. 
Tuxx carry on the third Part, by ige fol) Ha 
| Notes as may meet the beginning of the fourſſplaces 
Part, as it comes in upon an Oczave to the begithink 
ning of the ſecond Part. And, if you right until! 
conceive my Words and Meaning, your Schenſhat b 
will appear like this which follows, accor dia ame, 
to the firſt Platform of our firſt Example of a lin ain tl 
gle . Sar Fm: =» 
Ae his x: 
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Is take 
Again, 
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1g ſud Haix done this, you may fill up the empty 
founſplaces with ſuch Concords and Binding as you 


begüuffhink fitteſt for carrying on your Compoſitiun; 


right|ſntil you repeat the Fuge, in one of thoſe Parts 


Schenſthat begun it; which may be done either in the 


cordinflame, or in any other Key that will beſt main- 
f a firfſtain the Air of the Muſic; for good Air is chief- 
ly to be aimed at in all Mufical Compoſition. And 
hnhis repeating or renewing of the Fuge or Point, 
kems always more graceful when it comes in after 
ſome Pauſe or Reſt ; by which means more notice 
s taken of it; as of a Man that begins to ſpeak 
N)gain, after ſome little time of filence,  _ 
El | Tur ſame Method I have ſhewed in four Parts, 
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5 of all Sounds, the Voice of Man is moſt grateful 

becauſe it holds the greateſt conformity with ou Mid 
Spirits. And (no doubt) it is the beſt of Maj 
if compoſed and expreſſed in Perſection. 


to have the precedence which is deſigned to fin 
and ſound forth the Praiſe and Glory of the incon{& 
prehenſible SOURSE, SOUL, ESSENCHI 
f and AUTHOR of all created Harmony. | 


f cles, Reſponſaries, Motets, 8c. are ſet and ſung i 
Muſic; of which no Man is ignorant that hat! 


_ Cathedrals in Englazd. 


with Points, Fuges, Syncopes, mixtures of Diſcork 
| &c. according to what we have ſhewed and taugi_h 


challenge a preheminence above all the other Mi: 
_ thematical Sciences, as being immediately inf 
ployed in the higheſt and nobleſt Office that cal 


rior to any of the reſt, either for Art, Excelleng | 
or Intricacy. 


matick Part, which contemplates the Affection 


their nice and curious Concerns. 
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HE ever renowned Diſcartes, in the beginni She . 
of his Compendium of Mufic, inſinuates, tha nd ſ 


Mor certain it is, that of all Muſic, that ouph | 


To this Intent, Hymns, Pſalms, Anthems, Vii 


frequented either the Churches beyond ven, or th 


Or theſe forementioned, ſome are mol | 
in Plain Counterpoint ; others in Pigurate Deſcai 


in this preſent Treatiſe. 
In this divine Uſe and Application, 25 c maſt 


be performed by Men or Angels. | 
NEITHER, in its civil Uſe, doth it ſrem ink 


Wanruzn we conſider it in its Theory or Mal 


Rations, and Proportions of Sounds, with 4 


OB 
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5. ſtrives, and diſpoſes thoſe Sounds into ſo many 
inning 
that 
teful 
th ou 
Muffe 


ind ſome intervening Diſcordr. 


ie exquilite dexterity of the Hand upon ſome 
ought 
to fits 
incom 


Ncal 

nnd known by Experience. 
s, V ANY one of which three Parts of Mufi ic, conſi- 
ung 


bpon our Minds and Spirits, as produce thoſe 


Urator. 
Or Vocal Maße made for the ſolace 55 civil 


or thi 


mpoſe 
Deſcan 
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taugn_ 


fic ma 
er Me 
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namely, Madrigals, in which Fuges and all o- 


quent. 

Or theſe you may ſee many Sorts; of 3, 4, 5; 
Ind 6 Parts, Publiſh'd both by Engliſb and Ha- 
an Authors. Next the Dramatic or Recitative 
Mufic. Then Canſonets, Vilanella s, Airs of all forts ; 


m inffof which we ſhall ſpeak hereafter) are common- 


ellencily 
Matt 


ections 
11th 8 


100 ſerious: The latter, to Words deſigned for 
irth and Recreation. 0 
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On in its Practic Part which deſi igns, con- 


ſtrange and ſtupendious Varieties; and all from 
he conſequence of no more than three Concords, 


On in its Ahe or  Methantik Part, which 


Midwifes and brings forth thoſe Sounds ; either | 
by the excellent Modulation of the Voice, or by 


oſtrument; and thereby preſents them to our 
ar and Underſtanding ; making ſuch Impreſſion 


ſtrange and admirable Effects, recorded i in es 


ler'd in it ſelf, is a moſt excellent Art or Science. 
it halfßut this is a Subject might become a better : 


Delight of Man, there are many different kinds; 


her Flowers of Figurate Mefic % are moſt e. 


r what elſe Poetry hath contributed to be Set 
nd Sung in Mufic. Laſtly, Canons and Catches 
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5 fi 44 of accomodating Norzs 1 Won: | 


- i? aptly expreſs the Senſe. and Humour of them, 
Ik 
be luch alſo: If Light, Pleaſant or Lively, you 


Faſſion of Love, Sorrow, Anguiſh, and the Uke 
is aptly expreſs d by Chromatic Notes and Bind: 


a more ſtrenious and ſtirring Movement. Cruel 
Hed nevertheleſs muſt! be brought off accord 


ET” Hazen, Aſcend ; as likewiſe their contraric 
Low, Deep, Down, Hell, Deſcend, may be e 
preſſed by the Example, 'of the Hand ; whidlf 
om upward when we ſpeak of che one, and 


_ contrary to which will be abſurd. 


riod. Neither may any Reſt, how ſhort ſoeverſi 
| be. interpoſed in the middle of a Word; but al 


Sigh or Sob is properly imitated by a Crotchet off 
. | 


nor (indeed) any long Note, to a ſhort Syllable, 
nor a ſhort Note, to a Syllable that is long 
Neither do I fancy the ſetting of many Notes to 


be ſuch, that the Words may be — under 
flood: 


e Compendirm of Music. 


| x / H E N you compoſe Muſic to Words, your 
chief endeavour muſt be, that your Nite 


they be Grave and Serious, let your Mak 


Muffe likewiſe muſt be ſuitable to them. Any 


ings. Anger, Courage, Revenge, Cc. require 
Bitter, Harſh, may be expreſt with a Diſcord 


ing to the Rules of Compoſition. "High, "Abo 


ownward when we mention the other; the 


You muſt alſo have a reſpe& to the Pains of 
your Words ; not uſing any remarkable Pauſe on 
Reſt, until the Words come to a full Point or Pe, 


ALASYLY, you ought not to opply formal Nita 


any one Syllable (though much in faſhion iſ 
former times) but I would have your Mufic to nd ai 
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r Note 
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Miki 
» Your 
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e like, 
Bind: 
equine 
Cruel 
J ſcord] 
ccortfformerly ſhewed. 
Above 
ra riese 
be en 
Which 
Cy, and 
the 


jo leſs (if not in more) uſe than in Vocal Muſſc. 


pr variety, introduces ſome Chromatic Notes, with 
dindings and Intermixtures of Diſcords ; or, falls 


what elſe his own Fancy ſhall lead him to: But 
ill concluding with ſomething which hach Art 
Ind Excellency 1n 1t. 


ints 0 
1 ſe ot 
or Pe 
ſoe ver 

but 1 
chet ol 


bade heretofore in England, by Alfonſo Feraboſeo 
perario, Lupo, White, Ward, Mico, Dr: Colman, 


bus, Mr. Lock, and divers other excellent Men, 


| Note Doctors, and Batchelors in Mufic. 
nabe Tris kind of Muſic (the more is the pity) is 


long, 
tes to 
on in 
ufic to 


under: 


low much neglected by reaſon of the ſcarcity of 
uditors that underſtand it; their Ears being 
etter acqu inted and more enen e light 
ad airy e „555 
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7 E muſt now ſpeak a little more of Muſe f 
made for Inſtruments ; in which Points, : 
uges, and all other uch of Deſcant are in 


Or this kind, the chief and moſt excellent for 
\rt and Cantrivince, are Fancies of 6, 5, 4, and 
Parts, intended commonly ſor Viols. In this 
ort of Mufic the Compoſer (being not limited 
to Words) doth imploy all his Art and Invention 
olely about the bringing in and carrying on of 
theſe Fuges, according to the Order and Method 


Wren he has tried all the ſeveral ways which 
thinks fit to be uſed therein; he takes ſome 
ther Point, and does the like with it; or elſe, 


2 5 ; ö — 8 * 1 — 4 a= 


to ſome lighter Humour like a Madrigal, or 


Or this ſort you may ſec many Compoſitions 


d many more now deceas d. Alſo by Mr. Jen- 


we 
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ö Compendium F M vst. 8 
Tus next in dignity after a Fancy; is a Pan NEX 
which ſome derive from Padua in Hal); at firffffconfilt! 
ordained for a grave and ſtately manner of Dau bree s 
cing (as moſt Inſtrumental, Muſics were in theiffer yo. 
ſeveral Kinds, Fancies and Symphonies excepted core 
but now grown up to a height of Compoſition Mover 
made only to delight the Ear. Pf thre 
A Pavan (be it of 2, 3, 4, 5, or 6 Parts) bot AN 
commonly conſiſt of three Strains; each Strain tit cam: 
be play d twice over. Now, as to any piece n Com: 
Myfic that conſiſts of Stra ins, take theſe followſpnd m 
J ORR 
AI Muſic concludes in the Key of its Com end in 
poſition; which is known by the Baſs, as hathif I N 
been ſhewn. This Key hath always other Keygyhich 
proper to it for middle Cloſes (ſee pag. 36, 37 ou W. 
If your Pauan (or what elſe) be of three Strains es; b 
the firſt Strain may end in the Key of ancy 
Compoſition, as the laſt doth; but the middd I ne 
Strain muſt always end in the Key of a middqomme 
knoWr 

cuſtom 

(being 
Skill 11 
SEE 
ample 
wou 
as YOU 
one P 
in this 
!mitat 
By 
Comp 


.. \SoMETIMEs the firſt Strain does end in a mid 
dle Cloſe; and then the middle Strain muſt ene 
in ſome, other middle Cloſe ; for two Strains 
following immediately one another, ought no! 
to end in the ſame Key. The. reaſon thercof 1s 


» _ CY 


obvious; to wit, the ending ' ſtill in the ſame 


Fs | 


* 


willingly acknowledge my Error, that others ma 
avold it. . 
| : N E T ' 


Pavan; 


| theiſfer yon to What was laſt ſaid of a Pavan. , This 
epted cording to its name) is of a. loltly and frolick 


fitton, 

oh f three Minums to a Time. 

) boi Ax Almane (fo called from the Country IDOL 
rain tt came, as the former from Gallia) is always . 


iece n Common Time like a Pavan ; but of a quicker 
ollowſpnd more airy Movement. It commonly hath 
ut two Strains, and therefore the firſt ought to 


Com 
hat 
Key 
„ 37 
rains 
of thi 
middle 
niddl 


nd in a middle Key. 
In theſe, and other airy Muſics of Strains, 


in will often hear ſome touches of Points or Fu- 


3 Mufe.- -_ a 
I need not <olarge my. "Diſcourſe: to- 


Jiggs, Country- Dances, &c. of which farts, I hare 
| mid 
{t end 


trains 
t noſkill in Muſic as to Prick them down in Notes. 


-of i SEEING this Compendium cannot contain Ex- 
 ſameſamples of all theſe which I give you account of, 
d dit 
retort 
ſt end 


t end 


cuſtomed hearing of them would make ſuch like 


as you moſt affect; and Prick them down in Score, 
one Part under another, as the Examples are ſet 
in this Book; that they may ſerve you as a Pattern 
imitate, 


this Bur let them be of ſome of the beſt elend 
-s) in Compoſers in that kind of Muſic. 
but | WE TN: 
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Nexr in courſe after a, Pauan follows 4 Ciliard, 
it firſ onſiſting ſometimes of two, and ſometimes of 
Dane Strains. Concerning their Endings, -I-re- | 


lovement. The Meaſure of it fn a 1 | 


hich now paſs under the common name of Airs, 


but not inſiſted upon, or continued, as in 


ommon in each ones Ears, as Corants, Stxtbands, 
known ſome, who by a natural aptheſs and ac- 


(being untaught) though they had not ſo much 


would adviſe you to procure ſome of ſuch kinds 
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red need not ſeek Outlandiſh Anthiors, eſpe © 
| cially for Inſtrumental Mut; no Nation (in m 
; Opinion) being equal to the Engliſh i in that way 
as well for their Kc, as their various ani 
numerous Conſorts, of 3, 4 5, and 6 Parts, made 


properly for rv ag of all which' (as þ faid 
Faria are e the chief, „ 9 


f 2110 ! 
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"The Fi P A R T. 
Teaching the Contrivance of CANON. 


91. Concerning CANON. 


4 ed, that the follow ing Part or Parts muſt 
ſame degrees riſing or falling, which were 
expreſſed by the leading Part ; and becauſe it is 
tied to ſo ſtrict a Rule, it is therefore call'd a Canon. 

Divers of our Country Men have been excellent 
in this kind of Muſic; but none (that T mcet with) 
have publiſh'd any Inſtructions for making a Canon. 
Mx. Elway Bevin proſeſſes fair, in the Title Page 
of his Book; and gives us many Examples of ex- 
cellent and intricate Canons of divers ſorts; but not 
one Word of Inſtruction how to make ſuch like. 

3 | I + Mx. 


3 


Canon is a Fuge, ſo bound up, or reſtrain» 


preciſely repeat the ſame Nores, with the 


129 A Compendium A 
Mr. Morley in his Introduction 10 Muſic, pag. 171 
Says thus [A Canon may be made in any diſtance com: 
N . within the reach of the Voice, as the 3, 5, 6, 
7, 8, 9, 10, 11, 12, or other, but for the Compoſition i 
Canons, m0 general Rule can be given, as that which 
is performed by plain ſight, wherefore I will refer it u 
your own Study, to find out ſuch Points as you (hal 


think fitteſt to be Jollowed, and to Jrame and make then 
Ft for your Canon. 


Ir, as Mr. Morley N no general W can be | 


given, our buſineſs muſt be to try what helps we 


can afford a Learner towards the making of 2 

Canon. I am the more inclined to offer unto youſ 
this little Eſſay upon it, becauſe the Exerciſe 
thereof will much enable you in all other kinds a 
- Compoſition ; _ eſpecially where any thing of Fuge 
And 1a 
will direct you in the ſame Method which I didÞ 
before, in cantriving a ſingle Fuge; that is fir 
and then to ac- 


concerned, of which, it is the Principal. 
to ſet down your material Notes; 
comodate your other Deſcant ro thoſe Notes. 


$ 2, CANON of Two Pa KTS. 
” * will, for more eaſe, begin with two Parts 


ner of it. 
and then your firſt Notes will ſtand thus: 


DEED EEE . 
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ſtood the diſtance of the 


ß LL LR. 0, | betwixt the begin- 
. ning Notes of either 
rr. 


Having ſet down your 
beginning Notes, your next buſineſs is, to goes 
that 


and 1 will take the firſt two Semibreves of 
a former Fuge; to let you ſee the way and man- 
The Canon (hall be ſet in a 5th above, 


By 5th, 6th, 7th, & 
above or below is under-þ 


— — — 
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manner. | 0 
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in a 5th above; it ne- 
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115 
that vacant ſpace in the ſecond Bar, with wh ar | 
Deſcant you pleaſe ; which way be done in this 


| Now, ſeeing that this 
following Part mult al- 
ſo ſing the ſame Notes 


ceſſarily follows, that 
you muſt transfer the 
| „„ ſaid new Notes, to the 
upper Part, and apply new Deſcant to Them 
alſo; and in this manner you are to procecd 
from Bar to Bar; ſtill apply ing new Deſcant to 
the laſt removed Notes. „„ 
| In this manner you may continue Two Parts 
in One, to what length you pleaſe. A ſhort Ex- 
ample may ſuffice to let you ſee the way of it. 
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monly do; unleſs we deſign the Parts to begin 
en. 


- che foregoing Example, the following Part 
came in above the other Part; we will now take 


Tax Notice, that the Canon ends where you 
fee the little Arches over either Part. The reſt 
is only to make up the Concluſion, as we com- 


over again, and ſo to go round without a Con- 


a View of it coming in under the leading Part, 
and after a Semibreve Reſt, The Method is the 1“ 
ſame ; only in this, we muſt remove the new 


added Deſcant downwards, as before we carried I 
; It upward 5 ſtill making new Deſcant to the laſt t= 
removed Notes. 87 5 5 


Wurx rn your following Part comes in after Þ =þ- 
a Semibreve or Minum Reſt, more or leſs, the me- I- 
thod is the ſame; as you may ſee in this next [== 
following; in which, the lower Part comes in af- Þ pe 


. f — - +: 41 5 
SUES. of 


8 15 there any more difficulty in ſet- 

either above or below, than in thoſe which I 

i | following ſett in a 9th above. 
F 


with how much eaſe (being a little exerciſed in 
it) Two Parts in one may be carried on, to what 
length or ſhortneſs you pleaſe. 3 
bs Ts Fr 
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al ting your Canon a 7th, gth, or any other diſtance 


have already ſhewed ; as you may ſee by the next 


Tunis, I ſuppoſe is ſufficient to let you ſee, 


. 1:04 A -Compendram of Mus1c. 


03. c of Three Parts 8. 


7E will now make trial of Three Pins in 


One, carried on by the ſame Method. In Þ + 
Which the Notes of the leading Part muſt be re- #Þ 
moved upward or downward, according as the Þ. _. 
following Parts come in, either above or below — 


the leading 1 . 
1 will firſt ſet down the beginning Nites of 
each Part, as I formerly did a 
F o a ſingle Fuge, char 70. = 
ſee the firſt Platform : 
I'Y h, thus: Gp 
ar being done; che 2 
firſt buſineſs is, to fill up the 
ſecond Bar of the ads 
Part, with ſome Note or 
Notes which may agree with © 
that Part which came in — f 
next after it, and add the ſaid Note or Notes to whi 
each of the other Parts in this manner: T8; whe 
Tur fill up the third ie 


[1 
. 
. 
4 
. 8 
£ EE.” 
A l 
V 2 
+ 
5 
_ l 
ich. 
{FT 
N 2 * 
x5" Ti 
= 1 F 0 
= p : 
bt \ 
*% * 
* 5 4 
% 14 
— 
y 4 
k . 4 
'WEY 7 
2 ws k 
gy” * 
N. 
* £7, > 
+ 
54 1 
- A ö 
: t * 
4 3 
2 5 . 
o 5 47 bs q 
: 3 1 
- La. * 
18 . T 
r 4 
\ C 4 
15 
4 + : .< 
. = * 
F . * » 
i 5 - 
** ' 
„ 7 
R 
"x 
1 5 
2 i 
gh. - 
b ? 
, o 
» 
14+ ; . 
4 
* ” iy 
* T. , 
1 3 ; 


Re” a — EM 
25 % r — tn 3 — 
f ²˙ AA A ws vor fe "7 


* Bar of the leading Part ——.— 5 22 = | -" 
ik with ſome Note or Notes =I FE Aok 
Which may agree with v___, POT DIG * 
both the other Parts; = ESE 1 
ſtill adding the ſaid Note 8. f., 
or Notes to the other © © C 
Parts. And thus you =4=-—= + e MN: a 
Bar. : | | CCC .... rod — 
Bur if you perceive that your ann Parts 
begin to run counter one upon another by theſe _* | 
additional Notes; you mult then try aw other # © 
way; either by putting in a Reſt, or by alter: 
ing 
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ing the Courſe or Notes of the leading Part; and 
and in this particular it is (as Mr. Morley ſaid) 
that Canon is performed by plain fight, 
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Example of The Pants in One. 


d, 


ep 
e 
A AH 
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I Ix» you would have your Canon to go round; 
i the Concluſion muſt be omitted; and each Part 
- * _ | muſt begin again, when it comes to the Note 
zes to which is marked with a little Arch over it, 

I Where the Canon ends: And the Reſts which 
are ſet at the beginning, before the following 
Parts; muſt be left out; and then the uſual way 
of Pricking it down, is only the leading Part, 
bet alone; with Marks directing where the other 
E Parts come in, as follows : 1 85 


S = ER I Rs FO gan mae A gt es xs oe being . S 5 8 N CARE Mis 75. 2 Pn 
— — EE 5 £ 
s — - ” — bi \ 


— 22 — s A r S 2282 > n= bo 0 

1 — *. REESE — Es 1 5 Woday te 274. — 
. 4 "x 4 2 PD en — . A) 

ö e * : 7 4 w , — — 0 , 


| ACanor in the 5th below, and fourth above. 
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$ Hear me O Lord, and let my Cry come to thee. 
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be of C in Unison. } 


"HE fame Method might be have for a Gan | nl 
Uniſon : That is to gh . Fhe leading Pan - 
muſt be accomodated to the following Part, when 

it comes in; and to both Darts whos: they. Jound 5 
 kgerien, | „ | 
Bor I will give you a nearer Notion of i it 12 
| In reference whereto, you may conſider, that” 

| ſeeing each Part doth begin in the ſame Tone, 
it neceſſarily follows, that the foregoing Part 
muſt move into the Concords of the ſaid Tone; 
either Aſcending or Deſcending ; and by thi; 
means the Sound of the ſame Tone will be conti- 
nued ſo Jong as the Parts move in the Concord 3 


of that cath . {om 
1 4 fr EXAMPL W105 nos 
EY fs Em 
See 
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Br this you ſee what Ce your Cann 
muſt move into; your care being no more than T 
to avoid the Conſecution of Perfetts of the ſame 
kind, and to diſpoſe your Parts (fo much as you ter 
| Fay into different Concords. ny 
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Example of CANON in UNI * 
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$ J* Of SYN COPATED or Driving Cues 


"HERE is another ſort of Cauo in Uniſon, 
in which the following Parts come in upon 
'2 Crotchet, or upon a Minum Reſt, one after ano- 
ther; and this kind of Canon may be applied to 
any Ground of Plain Song, conſiſting of Semi- 
breves, or of Breves, if you double the length of 
the Deſcant Notes, 
E AI will firſt ſhew the way of it upon Senilreve 
moving by Degrecs. 
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TRE Figures ſhew the Concords of the lead - 
ing Part to the Ground both Aſcending and 
Deſcending. If the Ground conſiſt of Brevs 

the length of the Deſcant Notes muſt be dou: 

| bled. And this I think may ſuffice, to let you 
ſee the order of your Deſcant, in thoſe Places 
where the Ground of Plain Song ſhall riſe or fal 


by Degrees. 


I will now let you ſee how to order your De. 


ſcant, when the Ground ſhall move by Leaps. 


I which the movement of your Deſcant mult 
be from 3d to. 3d, and your leading Part mul 
alſo meet each Note of the Ground in a 3d, both 
which are eaſily effected, as you may fee by the 


following Inſtances. - _ 
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| You ſhall now ſee the former Degrees and 
Theſe Leaps, mixed one with another in this fol- 
low ing Example. 
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HERE you ſee the leading Part ſtill beginning 
upon a 34 to each Note of the Ground: Alſo a 
6th and 5th following after the 3d, to meet the 
next Nite of the Baſs when it riſes one Degree; 
according to what was ſhewed in the Example of 
— . 


— ** 
* * 


I will now ſet down this Canon in plain Notes, 
that you may better perceive, both the Syncopa- 
tion, and alſo how the Parts move from 3d to za, 
excepting where the Baſs removes but one Degree 
in which places they make a Leap to a 4th. Alſo 


you may obſerve, in the leading Part (and like- 


wiſe thoſe that follow) two Places, where a M. 
num is broken into two Crotchets, and one of them 
ſet an Octave lower, for better carrying on the Air 
of the Deſcant, and keeping the Parts within due 
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WL will try one Example more in this way, 


upon longer Notes of the Ground; the Deſcant 
Notes being made proportionate thereto. 
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I N theſe Seed Canons you may 1 


that two of the Parts do move up and down in 


an even Meaſure; and the other Part (by reaſon 
of its coming in upon an odd Reſt) doth drive or 


break in bet wixt them. 
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Arrxx the ſame manner of Syncopation or dri- 
ving, Canons may be made (though not upon a 
Ground) the Parts being ſet a 4th, 5th or 8th one 
from another; as you may ſee by theſe two fol- 
lowing, made by the excellent Mr, Matthew Lock, 

: 9 in Ordinary to His Majeſty. N 
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Tur Rule or Method of which is this; that the 
Parts (whether Aſcending or Deſcending) proceed 
from 3d to 3d, like the former two Canons in Uni- 
ſou: And break off to a 4th the contrary way, to 


keep the Canon in due decorum; which otherwiſe, 
would Aſcend or Deſcend beyond due limits, 
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Tun poſition of the Parts, is according to the 


een Diviſion of an Ofave, which hath its 
5th in the lower Place. The Driving Part is the 


 Sub-Oftave ; as 88 may Poe in their Exam 


5 6. of CNN a Note e Higher or Lower. E 
ANON a Mas Higher, is when TY R= 


comes in a Tone or Note above another; as 
you may ſee in this next following; made by the 
forenamed Mr. Mat. Lock (to whom I do acknow- 
ledge my ſelf much obliged, both for his Suggeſti- 
ons and Aſſiſtance in this Treatiſe) This de- 
pends upon ſight; and therefore no Rule to be 


given; excepting the helps formerly mentioned. 
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Canon a Note Lower, is when the Parts come 


in a Tone or Note under each other ; as you may 


ſee by the next following ; made by our firſt pro- 


poſed Method; with ſome little reference to 
ſight. | 
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Wc may be Prickt in one ſingle Part, and 
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Wu ERH Note, that the fol- 
lowing Parts come in, as they 
ſtand in backward order, be- 
hind the leading Part: And this is the beſt way 
of marking a Canon; eſpecially, when the fol- 
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may be known by the ſeveral Cliffs, which des | 
note thoſe Keys, and do alſo ſhew the compaſs — 
of the Canon. 5 


$ 7. 07 Caxox Ring ing. or Falling a Note. : 


HERE is another ſort of Canon which Riſes 
1 or Falls a Note each time it is repeated; 


and may be Compoſed by our firſt Method; only 
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55 you muſt contrive it ſo, that it may end aptiy __ 1 ; 
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ww Rede & Retro. 
e "OME Canons are made to be Sung Refle & Re- 
ay tro (as they phraſe it) that is, Pormanl and 
ol- Backward ; or one Part Forward and another Back. 
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_ ward. Which may ſeem a great Myſtery, and a 


ſhall ſerve for an Example of it. 
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buſineſs of much Intricacy, before one know the 


way of doing it; but that being known, it is the 
_ eaſieſt of all ſorts of Canons. This which follows 
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Reverted thus. 5 
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ExrnrR of theſe alone, is a Canon of two Parts; 


one Part ſinging ſorward; the other beginning at 
the wrong end, and ſinging the Notes back ward. 


The Compoſition whereof is no more than this 


- 5 2 


the end of the other 
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. ͤ—„—² ͤʒ . ina a retrograde Form; 
=== | as upon examination 
EL —OD-1E-D: 160} you will eaſily find; 
ff yqu loek back up- 
on the ſtroke which you ſee drawn through the 
middle of either. And after the ſame manner you 
may add more Parts to them if you pleaſe. 
TE RE is another way of Compoſing Muſic 


to be play d or ſung forward and backward (much 


to the ſame effect) which is, by making the Parts 


double, as two Trebles, two Baſſes, &c. as you ſee 


here following. 
5 E X- 


I Baſe. 
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as you live two Trebles and two Baſſes ; 3 
which, as they now ſtand, may be played or fung 
as well backward as forward, and will reſemble 
the firſt forward; and 
the ſecond Strain backward ; as upon trial you 
vill perceive. - But if you would have one Part 
to be ſung backward whilſt the other ſing for- 
ward; you muſt then turn one of the Trebles, and 
likewiſe one of the Baſſes, the contrary way ; and 
joyn them together, ſo, that their two ends may 
meet in the middle of the Leſſon; as you ſee in 
the following Example; and then the Harmony 
will be right, whether you ſing them backward 
or forward ; or one Part forward and the other 
Part backward. Likewiſe, two may ſing the Tre- 
lie; one forward, the other backward ; and o- 
ther Two, the Baſs in like manner; and chen i it 
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1 Leſſon of two Strains; 


is a Canon of four Parts in two. 
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EXAMPLE: 
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0 like manner you may compoſe fix Parts i in 
three; or eight Parts in four, by adding two 
Als, or two Tenors, or both; and then joining 

their ends together, as we did theſe , and 
a 

Br this which hath been ſhowed, I ſuppoſe 

you ſee the way of Retrograde Deſcant. But 

muſt advertiſe you, not to ſet any Notes with 

Pricks after them, in this way of Recte & Retro; 
becauſe the Pricks in the Retro will ſtand on the 

wrong fide of the Notes. Alſo, you muſt be wary 

how you uſe Diſcords therein; leſt, in the Re- 
wert or Retro they hit upon the beginning 3 Inſtead 

of the latter Part of the Note. . 


$ 9. Of Double DascaxT.. 


T is called Double Deſcant when the Parts arc 
ſo contrived, that the Treble may be made the 
Baſs, and the Baß the Treble. I will give you an | 
Example of it in Cannon; per Arſiu & Thefin, that 

(for brevity) I may compriſe both under one; 33 
in rhe Example next following,” 
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a difficult buſineſs 
ning 14 to one that is not 
and very ready in his 
3} fight, but I ſhall 
poſe render it as plain 
ont and eaſie as I did 


with he firſt Examples 85 two Pat in one; for it 
detro; nay be performed by the ſame Method. Only 


In this, you muſt invert the Notes as you place 
hem in the following Part; accomodating your 
New Deſcant (Bar after Bar) to the Notes ſo in- 
erted ; as you may eaſily perecive by this In- 
ance x 4 . : 


8 Bur I muſtgive 
you one Caveat; 
Hz — — === which is, that you 
muſt not uſe any 
EL 5ths in this kind 
= of Double Deſ- 
3 cant, unleſs in Paſ- 
lage or Binding like a Diſcord x becauſe, when 
you change the Parts, making That the Treble 
which before was the Baſs (which is called the 


; Reply) thoſe 5 will be changed into Abu. 
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Reply, is changed into an 8th : But the ſame Mee; 
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of, cannot be reduced to any Rule (that I knov 


we can do, is only to give you what help or al 
ſiſtance we are able, towards the effect ing of it. 


W Vill take (for Inſtance) one of Mr. Elud af: 
Beviu s, not to be named without due praiſe fof== 
his excellent Book of Canons, Printed 1631, where == 
you have Examples of Canons upon the ſame Plai 2 


of which this is one. 
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F Shewed you formerly how to Compoſe a (af 7 

non in Uniſon to any Ground of Plain Song wir 
conliſting of Semibreves or Breves; and gave yo 
Rules for it. But this which I am now to ſpea 


as depending meerly upon fight ; and therefore 3 


Song in all the diſtances contained in an Oc que 
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Now, as to the Contrivance. Firſt, you are to 


conſider, what Notes will ſerve your preſent pur- 


—Poſe for the leading Part, 


will ſtand in this manner. 


Ihe vacant Bar of the lead- 
ing Part, with ſuch Notes 
as may alſo ſerve the fol- 


n. Sondlowing Part in reference to 
the next ſucceeding Note 

we youlſ : 

0 ot the Plain Song; thus, 
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TEN you are to fill up 


and alſo ſute your fol- 
lowing Part in reference to the next Note of the 
Plain Song. When you have found out Notes that 
vil fit both theſe Occaſions, Prick them down, 
de Mend then your beginning Ws 
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AN p in this man- 8 
ner you are to pro- 
ceed, from Bar to Bar; 


ſtill filling the empty 
Bar of the leading 


Part, with ſuch Notes 
as may agree, both 
with the preſent Note 
of the Plain Song, and 
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ſerve the following Part for the next Note of th 

Plain Song alſo, 

Tux fame Method is to be ables thous 

the Plain Song be placed betwixt, or above th 

other Parts. As alſo, whether your Canon be { 
in a 4th, 6th, 7th gth, or any other diſtance e 
ther above or below; as you may ſee by theſe th 
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nity) than all thoſe which we have mentioned; 


The Contrivance whereof is not intricate; for, if 


— compoſe any ſhort Strain, of three or four 
arts, ſetting them all within the ordinary com- 
paſs of a Voice; and then place one Part at the 
end of another, in what order you pleaſe, ſo as 
they may aptly make one continued Tune; * 


have men a Catch: 
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HERR you TY the Parts as FOR are PROPS, 
ſed ; and next you ſhalf have them ſet one ar the 
end of another, with a Mark directing where the 


ping Example. 
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F Muſt not omit another ſort of Canon, in more 
S requeſt and common uſe (though of leſs dig- ' 


and that is, a Catch or Round : Some call it a Ca- 
non in Uniſon; or a Canon conſiſting of Periods. 
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Mas given you theſe Lights and luſtructi- 


ons for the Contrivance of Canon, which is the | 
laſt and (eſteemed) the intricateſt Part of Compo- |: 


fition ; I muſt refer the Exerciſe of * to your 


on Study and Induſtry. 


Ap now I have . (though i in i brief ) all 


| ſach Inſtructions as 1 thought chiefly neceſſary 


for your Learning of Practical Muſic. But it eſt 
which, nothing can be effected. For, by Singing 


a Man is made a Singer and by Compoſing he 
becomes a Compoſer. "Tis Practice that brings 


Experience; and Experience begets that Know- 


ledge which improves all Arts and Sciences. 


on your Part to put them in Practice; without 
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